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GIORGI 


MARGVELASHVILI 
PRESIDENT OF GEORGIA 


The respect, safeguarding and transmission of old 
Georgian traditions to young generations is an 
honorable and valuable deed. 


I am delighted that this year the 9th International 
Symposium on Traditional Polyphony, held under 
the Georgian President’s patronage, is dedicated to 
the 100th anniversary of Georgian Republic and is 
being realized by a group of professionals. 


Georgian traditional music holds a distinguished 
place among world polyphonies. The intangible 
treasures of a nation need to be presented and pro- 
moted. I would like to once again thank the Inter- 
national Research Center for Traditional Polyphony 
of Tbilisi State Conservatoire, the International 
Centre for Georgian Folk Song, and the Folklore 
State Centre of Georgia, who have taken on the 
organization of this scientific forum. 
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MIKHEIL GIORGADZE 
FIRST DEPUTY MINISTER OF EDUCATION, 
SCIENCE, CULTURE AND SPORT OF GEORGIA 


For the 9th time, Tbilisi is hosting the Interna- 
tional Symposium on Traditional Polyphony, the 
main purpose of which is to research this unique 
phenomenon. Even though in Georgia the study of 
polyphony started in the 19th century, a scholarly 
conference dedicated to this theme was not held 
until the 1980s. 


It is noteworthy that in recent years Tbilisi has 
become the place where scholars interested in 
polyphony gather and share new findings. This 
place is also symbolic, as Georgian polyphony, 
which originated in times immemorial, fully 
reflects the history and originality of our nation. 


It should also be mentioned that after the sympo- 
sium the organizers will publish the book of pro- 
ceedings, including scholarly works. Expeditions 
seeking for samples of Georgian polyphony still 
present in the general population are organized 
all year round. 


I wish success to the symposium’s participants 
and organizers. 
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REZO KIKNADZE 
RECTOR OF VANO SARAJISHVILI TBILISI 
STATE CONSERVATOIRE 


Iam pleased to welcome this great ethnomusico- 
logical “feast”, the 9th International Symposium 
on Traditional Polyphony — which, still under 
the patronage of the President of Georgia, is 
dedicated to the 100th anniversary of the demo- 
cratic Republic of Georgia; which, in its current 
representation, theme and format, further expands 
and deepens the remarkable forum established 
years ago: on the one hand, research of Georgian 
music is no longer the occupation only of Geor- 
gian ethnomusicologists, and the understanding of 
its mechanisms has become the research subject 
of the global field of ethnomusicology. On the 
other hand, Georgian scholars have the unique 
opportunity to regard Georgian polyphony in 
the context of world music and musicology, and 
thus reconsider their research with regard to the 
general work biennially presented by world- 
renowned musicologists at our symposia. I am 
proud that the Tbilisi State Conservatoire hosts 
the Forum, which, as usual, will be accompanied 
by daily concerts, and which legitimizes our 
country, geographically located at the crossroads 
of Europe and Asia, as a gravitational centre of 
traditional polyphony. 
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RUSUDAN TSURTSUMIA 
DIRECTOR OF THE INTERNATIONAL 
RESEARCH CENTER FOR 
TRADITIONAL POLYPHONY 

OF TBILISI STATE CONSERVATOIRE 


This year the Symposium on Traditional Po- 
lyphony is distinguished — it is dedicated to the 
100th anniversary of the independence of the 
Republic of Georgia. Our country is celebrating 
this date while facing great challenges, but it 
should be noted that it can boast great achieve- 
ments as well. Among these, noteworthy is the 
world-wide recognition of Georgian traditional 
music, to which our symposia have also made 
a modest contribution. Since 2002, over 100 
scholars from different countries have participated 
in them, some of them several times; more and 
more foreigners have started researching Georgian 
traditional music and presenting the first results of 
their studies, more and more ensembles are being 
created outside Georgia... 


The 9th symposium in not an exception. This 
year, six foreign scholars will present papers on 
various aspects of Georgian traditional music, 
to say nothing of the newly-created ensembles 
of Georgian music in different countries — to- 
gether with the Australian ensembles already 
well-known to the symposium listeners, this 
year we will host the ensembles Samshabati and 
Sachukari (France), Gabo's Trio (Canada), and 
Haeri (Czech Republic). 


As always, the symposium is not solely oriented 
toward Georgian themes. World polyphony will 
be presented — for instance, for the first time in 
our symposium’s history, we will hear polyphony 
of the French Alps, of the Bukovina people from 
Poland, of the Kurdish (Huraman) people of Iran 
and Iraq, and of the Mordovian, Swedish, and 
Carpathian Highlands polyphonic traditions. 


I wish long life to the Tbilisi symposium, along 
with successful endeavors and pleasant impres- 
sions to the participants. 
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ANZOR ERKOMAISHVILI 
PRESIDENT OF THE 

INTERNATIONAL CENTRE FOR GEORGIAN 
FOLK SONG 


Tbilisi has become a significant centre for re- 
searching traditional polyphony. The International 
Symposium is already being held for the ninth 
time, and Tbilisi will host dozens of renowned 
scholars and outstanding academics from different 
countries of the world. This shows the particular 
interest of world ethnomusicologists in our poly- 
phonic music. 


In addition to presenting papers, the symposium’s 
participants will have the opportunity to listen to 
rare examples of Georgian polyphony. 


This year, the concert program will include Tbilisi 
folklore with the participation of ethnic minorities 
residing here, as well as the interpretation of folk- 
lore in modern professional and popular music. 


Georgian singers will be joined by foreign per- 
formers from Australia, Latvia, France, the Czech 
Republic, and Italy to perform Latvian and Italian 
polyphony for Tbilisi audiences. 


I believe that this symposium for polyphonic 
music will bring much joy to foreign guests. 
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GIORGI DONADZE 
EXECUTIVE DIRECTOR OF THE 
FOLKLORE STATE CENTRE OF GEORGIA 


This year, the International Symposium on Tradi- 
tional Polyphony will host scholars and perform- 
ers from different parts of the world for the ninth 
time. I think the existence of such a large and 
important forum is a great success for Georgian 
traditional culture. 


Since 2014, the Folklore State Centre of Georgia 
has taken on the responsibility of organizing con- 
certs of folk polyphonic music for the symposium 
at a high professional level. As a folk performer 
and director of ensemble Basiani, I think these 
concerts are very important. Here, less popular 
young groups perform alongside well-known 
ensembles, which allows them to present their 
performance art to an international arena; years 
ago, our collaboration with foreign researchers 
started at the symposium, and later resulted in a 
number of successful projects. 


The Symposium on Traditional Polyphony sets 
great perspectives to the participant scholars, pro- 
motes the establishment of contacts between them, 
and allows them to exchange existing knowledge 
and experience in this field. I hope that state sup- 
port to the Symposium will continue to increase 
and reach a larger scale. 
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JOSEPH JORDANIA, HEAD OF THE FOREIGN BUREAU OF THE INTERNATIONAL RESEARCH 

CENTER FOR TRADITIONAL POLYPHONY (AUSTRALIA) 
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WORK GROUP: IRAKLI CHELIDZE, NANA VALISHVILI TEONA RUKHADZE, NAN 


A GODERIDZE, 


GIORGI DOROQASHVILI, MARINA KAPANADZE, GIORGI ROQVA, NINO TSATSANASHVILI 
IRINA DUMBADZE, MARINE CHEISHVILI, LIKA JGERENAIA 


8M113M095 


30 masmasaeo, Lsaaoaon0 


31 maemasamo, Mobassooin 


6MIdSIMN, bIDIISS901N 


6MIISIMN, 39H5bLdI3N 


b0d89880M0, 3odo010 


LoddG6NI6M LILAS 10:15-17:00 
BMELIMB5OMGNNL LOBMEBIMIEGNM LoMmso%N 
13:00 
BMCBEMHILN BMELIMBSOMANNL BGNGI LSHSSSN 
3M6GI9H8930 19:00 
BMELIMB5OMMANNL LNLN LomddvN 
09:30-17:00 
LO89GENIMM LALMS BMELIMBSO®MGNNL LOBMEBIMIEGNM LoMdob%N 
BMBOEMG ae 13:00 
3™M6G9H8I930 BMELIMBSEMANNL BGNGHI LdHBOSO 
19:00 
BMELIMB5®MGANNL LNLN LomdobN 
09:30-17:35 
bod9G6NIGM LALNS BMELIMB5®MGANNL LOBMEBIMIEGNM LoMmdso%N 
BMegemMeaaeen 13:00 
8MEGIMEN BMELIMB5®MGNNL BGNMI LoMsob%l 
BaLIISNL B3IGISO 120 
BMELIMB5&MGNNL ICGNMI LoMdob%N 
SITSIGIC SHMBGIBS bees fe 
agemaeen aacenomaanvomian | 28:00-19:00 
93936096 LILAS &S 
BMA BSBNLS 10:00-16:30 


RSbs36NNIN LILNS 


BMELIMBSOMMNNL LOSMEBIMIEGNM Vmdsobl 


13:00 
ie od eno BMELIMBSOMANNL BGNGI LOMB 
LOBMBNIINL LobIMs 19:00 


BOM BMECIMSN 


BMELIMBSOMGNNL LAK) Lsmso%N 
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PROGRAM 


3() OCTOBER, TUESDAY 


SCIENTIFIC SESSION 


10:15-17:00 
CONFERENCE HALL OF THE CONSERVATOIRE 


FOLK CONCERTS 


13:00 
RECITAL HALL OF THE CONSERVATOIRE 


19:00 
GRAND HALL OF THE CONSERVATOIRE 


3] OCTOBER, WEDNESDAY 


SCIENTIFIC SESSION 


09:30—17:00 
CONFERENCE HALL OF THE CONSERVATOIRE 


FOLK CONCERTS 


13:00 
RECITAL HALL OF THE CONSERVATOIRE 


19:00 
GRAND HALL OF THE CONSERVATOIRE 


| NOVEMBER, THURSDAY 


SCIENTIFIC SESSION 


09:30-17:35 
CONFERENCE HALL OF THE CONSERVATOIRE 


FOLK CONCERT 


13:00 
RECITAL HALL OF THE CONSERVATOIRE 


DEMONSTRATION OF THE FILMS 


19:30 
RECITAL HALL OF THE CONSERVATOIRE 


9) NOVEMBER, FRIDAY CULTURAL PROGRAM FOR 08:00-19:00 
THE VISITING SCHOLARS 
SCIENTIFIC SESSION AND | 1-00-16:30 
ROUND TABLE CONFERENCE HALL OF THE CONSERVATOIRE 
FINAL SESSION 
3. NOVEMBER, SATURDAY 13:00 
FOLK CONCERT 


RECITAL HALL OF THE CONSERVATOIRE 


CLOSING OF THE SYMPOSIUM 
GALA CONCERT 


19:00 
GRAND HALL OF THE CONSERVATOIRE 
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AMBOBNTLIISN SCHOLARS 
NBLOMSANS/LSISMNIBILM AMLIS IMMRSENS AUSTRALIA/GEORGIA JOSEPH JORDANIA 
6N6M GNGNBsNSN NINO TSITSISHVILI 
O3L8HN 6M69 Manda AUSTRIA NONA LOMIDZE 
IWAN6 IMMSIEIGIMEN ULRICH MORGENSTERN 
MO38%96 MMII RAZVAN ROSU 
Rye/2) 30GIM Brien CANADA DANICA BOYCE 
ME o. 86980 ANDREA KUZMICH 
NBSAN_ BIBEMBLN MARIO MORELLO 
BLINGME 39K0 MATTHEW KNIGHT 
30Mmd06N5 BMI63 BIMSOISN CHINA LIU XIANGKUN 
LI%dE GNBLIGN ESTONIA JANIKA ORAS 
CNN 3HNGEININ R56 BoSN ZANNA PARTLAS 
OL3969010 BEDIL LNSHVOMS BOHILN FINLAND MERI-SOFIA LAKOPOULOS 
80692M39 Lobb SMELSCILN SWEDEN SUSANNE ROSENBERG 
dL8M6ININ NSENBS MMmdLO FRANCE SIMHA AROM 
JOGO 39HBCOLN FLORENT C. DARRAS 
or96%4d901N SSLIN NIN GUILLAUME VEILLET 
BEND Q96NBS 3MNLI HUGO ZEMP 
SEQKHIO FIBBNRN OLIVIER TOURNY 
BoeNM AMMILM GEORGIA GIA BAGHASHVILI 
a90109 6SNNIN TAMAR CHKHEIDZE 
&NIGI35 LHNBS MOANIESNSI-BNRNENIEI ELGUJA DADUNASHVILI 
ameameanin O69 3NMGHM3LBS TAMAZ GABISONIA 
BOMBS 3MELNZENSZN NINO GHAMBASHIDZE 
LdBHIE3ININ LOA3ZO oMMEN NIKOLOZ JOKHADZE 
BLMMHIE J. LIM BAIA ZHUZHUNADZE 
annma 3900 EKATERINE QAZARASHVILI 
393M %IA3N SOPIKO KOTRIKADZE 
Mensnd GIGEN MAKA KHARDZIANI 
LodsANIBISM BND SoV9a3NVn MARIAM KHELASHVILI 
MS85% SsObLMENS GIORGI KRAVEISHVILI 
INVSIRS LSQISSABNLN, NINO MAKHARADZE 
LMBNBM BMGG4NGdI NANA MZHAVANADZE 
BNMMAN BHOBINGBNLN DAVID SHUGLIASHVILI 
6NEM ddb9Hdd0 GERMANY FRANK SCHERBAUM 
6965 8IO3O69dI SUSANNE ZIEGLER 
BS TITIES GREAT BRITAIN DAN SHUTT 
6NEM SogasandI LITHUANIA DAIVA RACIUNAITE-VYCINIENE 
0398I9G4NEI YOROMOIBNLN POLAND ANNA G. PIOTROWSKA 
LHBNN FILLNSABNVn PIOTR PODLIPNIAK 
MS86 BbINdI SERBIA GORDANA BLAGOJEVIC 
8d8d_ bOMdNDEN SPAIN MANUEL LAFARGA MARQUES 
BdANS9 bILVSABNLN PENELOPE SANZ GONZALEZ 
GNBMLMS KMbSdI TURKEY ABDULLAH AKAT 
Laeaonn BMGLOES SLSBMIBNBN USA PETER GOLD 
3N6901N BIMN-LMBNS LBMIILML JOHN A. GRAHAM 
839080010 LAYIBSE MMBIEZIM|AN CLAYTON PARR 
BN60010 I ILNS63dIEN IZALY ZEMTSOVSKY 
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obegaMgdqema sAmgygbMoa, EMI HMMo, gnbmAgbogmemao. E9033 bo~mdGmMm ceob- 
9M G93 Agbagmermagnsbs Es Iqbogob M|mMMasdo L&sddjmob Gg4bo34qM%o <pagqMbaGjGob 
Leno dq(36ngMgd9m5 06LG0G7Hdo (2010). oy Igge~agg0M0 SgMernbob QmbmaM%od- 
oMJa3do (2013); 2011 Bera@s6 oMab JoMoegbobob GgJoog3qHo boggMbo8gGob (KTU) 
8030 BEgZab AgbogomyAMa sMJogob CwaM|JQmmo (KARMA) ews 94039 boggMbaggGob 
LabgerBagm gmbbyMgoGmMaab eam ]48mMo 2016 Cmaes6. dabo gqb3qe@a30980, 3q7dcemngo- 
(30990, 3302930M0 8MegdGgd0 Ws 8Mgb_bGo(30980 gdergbydo AMJgmab omdmbogegn 
BoZ{nB%Egab38oMgaab, joggoboqM wo yoMndIg~ma momMgdob Iqbagob. 


OTINIGNL BMALNBMENIMN AoboOLNSIISTVISNL BILOMISNTIN BBLIBS 
OMIMJIONNL SVAMLSBNVID) BOBNSVBNL3NMITIGN 


oyAMIjdb] — boembqyM AqbogomynG bo3Mo3bJ, doMamse@se, 935396 SgddInbabs ~ws y~d- 
mn8gddabab 39mbq, oJ 9(36mgM%Qd0 Sqddnbgd0 ~o ~MsbJdo. Joby, 9bg39, 7939396, I(39 
Bogmgdoe, Magambab qy3obs ygM~eMd7dbq BegdsM] gyqdobgb, 9MdgM79-ab30Gab we 
yoMboab d9dma0% 7640; gabbogqmMgdom, ao3{M(3gmgdqemos JoMaxye wobobergdsdo sMo- 
B0Bab goMdgdem. Mae ada QoMamE ay gogMEZQmgoQe~ma GMsddmbdo, MI3o E~gb ob 
dg 98M 33630950, JdmeEmeE Amby(39db obLemga, md BoMbyerda Ogemrnddg 739300696. 
dobd9 CEegbs(3 ~73M9396 LodgMdbgnab 09 bsbogrdo, bow@s(3 Imbsb~mgmdab Gsbaer0 1924 
Beab d9dega omImRb@o. 

LogaMims oyedob 30b034H0 LAM AIG qHab, Gg{6ogob, LodgdbMjmgdenm &Mo@aagdobs 
Od MASQMB Mob, 93M- IgGo@ 30, Dabo smeEnngmbaxGn Iobsbasmgdm~mgdab Igbbsgmo. 
AmbLybgd0do, Ag~esMgdamn IgmmME IM, smMBgMa~as rxQE~Adab ImemagmbayMa Iobsbosmg- 
Sengdab Ibasghgdgd0, 396639393930 wo E_ZEHN|Mmdo GoMbymaw@sb emgdwg- 

83gJBOb 8MM-3gbdo, godmygbgdqemns o3GmMab dagh JggMmgoena dggexyMo BysMmgoo, 
AqbogomgMa oM%J039d0@6 Cs Lo3Mo3qd0b GjBq7IGQd0~@o6 AmImMggQdqenn sraMgZobqjoemyMo 
4mbs(3999d0, 8oMs@O (5330%3ZIS930 Ws Mgaombdo bobaMdenngo g4b3gen3agdob eMmb 
Ag gMQd0~MO OOH IMZ0%900. AmbLAb {do AMAL HMoMgdqemns o~omgodqjoe~mjMo Bsbo~mam. 


ABDULLAH AKAT 
TURKEY 


Associate Professor, Doctor, ethnomusicologist; 
received his PhD in Musicology and Music Theory 
at the ITU Social Sciences Institute in 2010. Worked 
as Post-Doc Researcher in Berlin Phonogramm- 
Archiv in 2013. Has been working as the Director 
of the Karadeniz Technical University (KTU) Black 
Sea Music Archive (KARMA) since 2011, and the 
Director of the State Conservatory in Trabzon, 
Turkey, since 2016. His fieldwork, publications, 
research projects and presentations are related to 
the Turkish Black Sea, Caucasian music culture 
and Crimean Tatars’ music. 


A COMPARATIVE STUDY OF THE POLY- 
PHONIC FEATURES OF THE TULUM IN THE 
EASTERN BLACK SEA REGION OF TURKEY 


The tulum is a folk musical instrument which is 
generally played by the Hemshin and the Laz, 
who live in the Hemsin and Camlihemsin valleys 
and the coastal parts of these settlements. While it 
is known to be played (though not much) around 
Giimiishane, Erzurum-Ispir and Kars, which are 
on the back slopes of the region, it is particularly 
played in the Georgian settlement around Artvin. 
Moreover, the instrument tu/um is still alive among 
people in Greece who were a part of the exchange 
of population after 1924. 

In my opinion, it is necessary to examine the 
physical structure, using technique, performance 
traditions, and repertoires of the tulum, in the 
mentioned settlements and communities, but more 
particularly the polyphonic features. In this paper, I 
will describe the similarities, differences and identi- 
ties of the polyphonic features of the tulum in its 
development from the past to the present through 
this comparison. 

During the process of research, I collected printed 
resources through literature review, obtained au- 
diovisual data from music archives and instrument 
museums, and used participant observation and 
interviewing methods by doing long-term field work 
in the region. I will present this paper with the help 
of audiovisual materials. 
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Lomdmbab spbaggMbo Gy Gob emi GmmMa, bodg36agMm yBgmgg3ab gmmgboayemo (396- 
@Mob (CNRS) bod8oGom bodg(36ngMm- CaM]JGmMo, 94939 (396GGob modmMsGm- 
Goob Bg8a%0 (8%s~C0(300 — 96940 Cs (303000 b6(30940 (LACITO) goomdqbo3mem- 
gob gobymeaamgdab g09a9. (396MsmgM 0QMagodo bsbamdemnga Aqdsmdobob 
Ig08Adog30 NEG Mod Goryeo RobgMab Ignmegoo, MMIm|day Bg8oMo HMse0(300b 
BgdabLdngQM0 IMoZ0embIsba AQLagZabL HMsbb3MGgy(3aobs ~o sboemobab bsdqomydob 
ademgge. 9d bsdMmdabsmgab ogo CoRameamges bsdq36agM~ B3gmg30b gMm3gb yen 
B396MabL 39%(3berob Agqemam. asdmdggy6gdqmo odgb GMsd~e@g6ndg Bnabo, IMo- 
300 bsdg(36ngMM LHoGs, MEAW@s2Msd@Q RobsbyMo Ws BamMIn. s8omA06, bsddo 
0MQ0 899 doom BoHemd 3GMb oj30e@g9000b wob39d0b bogGnsdMGabM 3%s6 3Go. 
dobo bog6o 597079070 IMsg30emb8n5b6Mds Cs BrEmMNHGBI05, HMIQMA’3Z addImMb 30 
B98 dMaKAL NbaggMbLaG Bob 309M9(399~mdsd, 1992 Bgerb smnbadbs 8MgbGoyxye0 
XomeEmMa0 ASCAP Deems Taylor Award. 2011 Bge@mb db og@am gnbmdqba3m- 
mmgosda AgGsbamo Egmomabagab dagbogo g3yIam Zma3qdob 8MgQdns. oMob 
ndamabab bobgemdbagm jgmbbaM3o0GmMoab bodogom IGmaghmmMn (2006). 


DIMNIINN Qd 9IS LSTITEIISNL AMOBSNCINSEMSNL SEDANS V AMVINNMIVI9 
(3363 IgMdoqdbs Cs QemmMB 3. EQMsbors6 36303mGmd0m) 


AMoseagagqm JoGa qm bLodmgmobs wo agnsbo Dayo Logybggdab wobsgegm- 
93Om3q~ Agbagob ImmGab Abasghgdo Abyxgemmdab bodsdn gsbw@o dom Immab 


AgLod~mm bobamdmnga qMnngMamdgdob Jgbobgd. AmbLybgdsd0 A396 30~eg3 
gMabgen gqdMbeEJd0M Lodbdosbo JoMaqmo wo dao bowygwybgq9d0b LodmgMygdob 
8(30MQ GMMB4QLL. LoIMg_Mgdob IoMdmbaem LEM748yModo ,egMdobo" wo ,a9dd- 
B96 gd0b* gobsdogbse figg60 sboemoboab 80%39~m Bobae~rdo godmgaygb6gm yerobo- 
39M AgbLagmeamanyMa Agameogdo ws JggaLbsgegm Jaca EMmg|dam aobgomo- 
gos. dgmMQ Jo~amds aygbgdb godmagenam dgmmeb. garombs Es sgmMe@o3o0b, 
dSGMMEgdab AmdHomdab ombBgMgdab JgwoMgdo 330hg76gdb Abgogbgdo-asbbbgo3qdob 
gZobbamam 6n8799dL Immoab wo Bobs 38emsb6bJ Gsdmb6g3b 038 mMHo Ignamemem- 
204M0 Ja~Eamdab weo~gdnm ~Lo woMymaam dbsMggob. 
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SIMHA AROM 
FRANCE 


Docteur d’Etat from the Sorbonne University (Paris) 
is currently Emeritus Director of Research at the 
French National Center for Scientific Research 
(C.N.R.S.) and Head of the Department of Ethno- 
musicology of the Laboratory Oral Tradition — Lan- 
guages and Civilizations (LACITO) of the C.N.R.S.; 
During his long work in Central Africa, developed 
interactive recording methods allowing the transcrip- 
tion and analysis of any oral polyphonic music. For 
this achievement, was awarded the Silver Medal of 
the C.N.R.S., has published several books, numerous 
scientific papers, and some thirty records and films. 
Three of his records have won the Grand Prix Inter- 
national du Disque of the Academie Charles Cros, 
and his book African Polyphony and Polyrhythm, 
published by the Cambridge University Press, was 
awarded the prestigious ASCAP Deems Taylor Award 
in 1992. Was awarded Fumio Koitsumi prize for the 
contribution to the world ethnomusicology in 2011. 
Honorary Professor at Vano Sara—jishvili Tbilisi State 
Conservatoire (2006). 


STRUCTURALANALYSIS AND MODELING OF 
GEORGIAN AND MEDIEVAL POLYPHONIES 
(Co-authors Frank Scherbaum and Florent C. 
Darras) 


The similarity of traditional Georgian singing with 
late-medieval Western European music has triggered 
speculations about possible relationships between 
them for a long time. Here we revisit this issue for a 
small corpus of three-voiced Georgian and medieval 
songs. The first part of our analysis uses a classical 
musicological perspective to distinguish the “pillars” 
and the “ornaments” in the harmonic structure of the 
songs, and subsequently study their temporal develop- 
ment. The second approach uses a computational per- 
spective. The comparison of the modal character, the 
chord inventory, and the chord progression inventory 
illustrates similarities but also differences between 
the subsets of our mini-corpus, and highlights the 
pros and cons of the two methodological approaches. 
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gobmdsbo3menmao, bgemmgbgdomd3mebgmdob eEm{8mMo, 3o330bo0b 6039%- 
LoGg Gob sGmeghmMHn, I7dImAIg~@gdam0 asgMcnsby9d. Cmadnbab agbgmMoemyMo 
LAM|IGmmo, LofoMagge~mmb bLobgmdbagm IMgdoob moyMgsGo. 1994 Egeb 
999M53M%5 Mdamabob bobgmdbagm gmbbyMgZgoGmMoab AgbogabIEmebgmdob 
BOZO HIGH BY mygemmMabsob L3g30s~mmdom. 2005 Egerb eoa330 CabgM@o- 
(309 MQIody]: JoMayenn GgbojzomyGo 9meazcmGob gogGojob bos3998006. 
ZodmAggqybgdqoro ofgb 20-deg bodg(36agHm IHmIo. IgJdbam~mo o4gb Iqbogow- 
QHa BMmygemmMab ghagSajab boogGhmMm 3qMbo. aobomM3agemgdyena odgb 
L053 8mMGm Ig7dg36gd0M0 GB m|]-Mseom BMemgdHydo: JoGagyemo bodegMe, 
I7VArdsbaero, £396 Gdz0EMS0. RoGsMgoqmmo ofgb bogyoGr mgd(zagdab Lamon 
Joa gen IgbogomyAG BmmzmmMby BoM3oMeab, LAI>BmMMeEabs ws dgMygemab 
96039HL0G9G9Sdo (04d), do~mBaab bogMmsdmMabe szo~@gdosdo (maga), ebb 
LogMmsdmmMobm syba3q9MboGgJSdo (ogo), dseEMaw@ab bsdgg_m ymbobyMZo0Gm- 
Gosdo (gb38s69a0). 


MIGlMI AOIMHILM? 


AbagomyMa wnsemgdHgdob AMogomagMmmgb6gdomo ws Lhgo@obb30 yobMob 
domomasbgnmsMgdyeno LobadmgMm bndwydgdom asdmMAgam Jomayem ym~3- 
MoM I97dZ30@MQMdsdo Lodm|Ms fogMyermd asbbs3zqnMgdqma o~egoma 
2909 330EMd. NB0, AMEND BbMHng, JoMaqemn IMogambdnsbo sbHmgbgd0b d639m- 
B00, bme~m JgmMg dbMng, MobsdgAeEMmgg g8mJodo, AMMZbjEMn aE_Amodob 
209mg339M0~ Loddmemb GoMImseggbb. 

BogMqcm gHansbmdob, Loddmd~amb ws3gobo wo 8g3g6sbgmdo-Igmgobgmdab 
8000 Berasba GMowagoab qygqgGmbab awgeb gbag hogy ob3g48do ogM- 
Msbgdb Eo BybozomyAMo gobbobmgbgdob JobdGosdqMmdom aobbo3yoMyd4yeo 
Abodgbgrmmdob odgbb. LEmMge@, gh aobosoMmdgdb BogMacmb ImbyjIj76Gq% 
dyGqdob. 

oObodbyen0 Lojgambgd0 Ambbybgdsdo FoZMacmb bo6mMGr Es seywoomgoMnsb- 
Ggeab sbomodab boydgqmby ofbgdo bsGImAgbaero. 


GIA BAGHASHVILI 
GEORGIA 


Ethnomuiscologist, Doctor of Arts, Professor at the 
Caucasus University, Director General of the Cre- 
ative Union Lomisi, Georgian State Prize-winner. In 
1994, graduated from the Musicology Department 
(folklore specialty) of Tbilisi State Conservatoire. 
In 2005, defended dissertation work At the Aesthetic 
Sources of Georgian Folk Music; author of about 
twenty scholarly publications; of the author’s course 
in the aesthetics of folklore; has created cognitive 
television-radio folk programs: Georgian Song, 
Shemodzakhili, Chven Mshvidoba; has delivered 
a series of lectures on Georgian folk music at the 
Universities of Harvard, Stanford, and Berkeley 
(USA), at the Baltic International Academy (Lat- 
via), LCC International University (Lithuania), the 
Madrid Royal Conservatoire (Spain), etc. 


WHY CHAKRULO? 


The song chakrulo holds a particular place in 
Georgian folk heritage, which is distinguished in 
its diversity of musical dialects and highly devel- 
oped examples of various genres. On the one hand 
chakrulo is the pinnacle of Georgian polyphonic 
thinking; on the other hand, it is a distinctive symbol 
of national identity in modern epoch. 

Chakrulo unites the ideas of unity, defense of 
homeland, and the continuity of an 8000-year old 
tradition of viticulture and wine-making in its aes- 
thetic aspect, and adds particular meaning with its 
monumental musical embodiment. 

The paper deals with the afore-mentioned issues 
basing on the analyses of notated and audio vari- 
ants of chakrulo. 
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Zommbmgoaob mmo (2007). Lodogab8Gm bsdGmdo (2002) od bsem48mme 
0b9%G9(30d (2007) weoa(3gs SgmaMseEdo, gnbmMermanabs Es shaMmsmemaoonb 
gobbMam. IgmMHy Lo~m{GmMmr bsdMmdo ~o0(3Z8 omgbob yosmeabs&Moab Lobgemmdab 
gAmgz6jemo bag_QMba Gh Gob Qaemmbmgoaab gomgeMoab Iqbogmemaoab yo34j0GjG 0g 
(2017). dqdomab bayMdgarob Aq(36agMgdabo ws bye~mmgbygdob sgo~@gdoob gnbmaGogoab 
06L8)0878do. LogMosdmMabe 3mb39M%96(309d0b Imbsbaeng. maba ImMEmMaMegonbs ~wo 
AMog0e~M0 L&oGoob 938mMHo. Jobo bodq36agMm- ggmggab mag {Gos IqemBoagqemsym- 
Mobo, grba3yMo a~Qg_HGmdo, Lobgbm Es MgemoganMn sGo4G03980, 3qmBayMqjmo 
36 HoJGJd0, gorbogwyHo d3aMghmdgdn, (3g9g0bs woe Agbagab shaMmm3mea~mans. 


L98M930, HM3MMAG IMM3EINN NVIESMSNL LNGBMAM: 
LIMS9019N IGLMBHIBN LEM393IBNL BINSGOS 


Babsd—gd0M] y{mggZOb mdngJGoo BobsdgGo o6L8H 7976 G0 ByosMe. gb beamgogxyjGo 
gMmgb4yemn obbGMyIj7680 2005 Egerb owbghymd JgnGobs yoymdGamdoab 0M308)9- 
GasmaMa 899330EMQMdab Laosdo. sdagoMoe, 030 gobes Lemmgeggdab gMmgbaymo 
NEVZHBMdab gMia-ghan bLaddmem. 34 BygQILYM Lo3Mogb ofgb L38g30R034M%0 Iqbo- 
320244 -93°9LG 034M Jobsboomgdengon. ~Wsg3gMab HaJ6030 9RqQdbqdo obbLEMjIg6Gab 
ZoEddgMBZeb, WCasGHmbsyHa daqmommMagal CEobs3Ho39e Agbodengdgemas mdgMBmbydab 
Zodmygbgd0. yOoh%e, 03M9M3Z9, AbdsMgAdo BBy_dbgdL ImrmMab ymdqba3zo(3aabmgob 
ImMAg AED LodmgMJdb]. dmeae CEMMb, 09 O6L,4 M7976 GL 04969496 sMobynMgdabomgob 
B MagmbayMHa Agbogab 3mb(39%Gjddq. asM@o odabs, Leamgezqmo @Moea30qjmo 
BygdL Ma Agemmpoagdo go~EsggMs MM 96 IAGO ByosMobomgob, Msbsd9eE%MZ9 
B MagMbayMH 3d3Mba(309ddo Jgademgds ImabLdabMa gb LogMsg0 Logo bo3Mog9dmo6 
(bodgdnsbo, Bobsdgo ws bb3.) 9imde@. ImbLy|bgd5d0 Londons QyOsMobL 38m3y~Mo%- 
ob9(308%] baMdgada d(36mgMgQd0 Lermge3gdab gMmgbqjmo qd(3aMgbLmdab oMdImIs—e- 
aBgoergoob dagM: dob Ambsba~mgmdsdy bombs AgILMymgdmmdsdo, s~anmmdmMng 
LogMogab mbG9Gjdbyq, C933Mob b9Mb6gdOq wo Lb3. 
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GORDANA BLAGOJEVIC 


SERBIA 


Defended MA (2002) and Ph. D. theses (2007) at the 
Department of Ethnology and Anthropology of the 
Faculty of Philosophy in Belgrade. Obtained her second 
PhD theses (2017) from the Music Studies Department 
of the Faculty of Philosophy of the National and Kapo- 
distrian University of Athens. Has been employed in 
the Institute of Ethnography of the Serbian Academy 
of Sciences and Arts (Belgrade, Serbia). Participated in 
several international conferences, mainly abroad. Pub- 
lished four monographs and many scholarly papers in 
publications in Serbia and abroad. Her main interests are 
issues of multiculturalism, ethnic identity, ceremonial 
and religious practices, cultural contacts, ethnic minori- 
ties, anthropology of dance and anthropology of music. 


INSTRUMENT AS A SYMBOL OF 
NATIONAL IDENTITY: 
FUJARA AMONG SLOVAKS IN SERBIA 


The focus of this research is the wind instrument fujara. 
In 2005, it was entered as a Slovak national instrument 
into the UNESCO Representative List of the Intangible 
Cultural Heritage of Humanity. Thus, this traditional 
instrument became one of the symbols of Slovak national 
identity. This primarily solo shepherd’s instrument has 
specific musical acoustic characteristics. The normal 
playing technique is based on overblowing the instru- 
ment, and the player can use overtones to play a diatonic 
scale. Fujara was also used for communication between 
shepherds on remote pastures. Lately, this instrument 
has been played in polyphonic music at concerts, in ar- 
rangements for various music genres. Besides traditional 
Slovak shepherd’s melodies adapted for two or more 
fujaras, this instrument can be heard in contemporary 
polyphonic music art compositions, combined with other 
instruments (string, wind instruments, etc.). This paper 
deals with the issues related to the fujara fostered by the 
members of the Slovak national minority in Serbia: its 
presence or absence in folk performing, local instrument 
builders, ways of playing, etc. 
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Ags Loygqbggdobs Es sEMAQE~M MsbsdgEMM3Z9 330~939d0b Jogob&Mo ws 30J- 
AMGoob (3obow@o) jbagqMba Gy Gab asbomemadab do30ems3M%0; boembyMa Igbagobs 


Ed boembyMa 3qmM®BqMab oyeam/gZo~e@gmbyMagdob 90 9MmeEm 0b 8HmeEoNLyMo. 
NLNSEQNIGN GINLI1EB IGN NSESIILHM3I I3MISIN 


8j0bmbg 4H (,8y7980 LodegMe*) — abmsbenyHn mgamdymeaow@n IGMsgombdo- 
o60 bsbodmgHim Leama — ombgMs abmsboeagmds Inbogmemmads obo 3g0d0% 
abamemngebbIs, AmIgema(3 ECMmam, HQIoGHoagoms ws asede3g9dab bgMbgdam 
Z6L63039dqm0 MMO GHMoseaGgoob BsMImIowagbgmo oym. 8Gmagboyemo 
8g0LbMbg4Ho shny{nMegds Io bLoygqbggdob byembsbyMgda06 Cs MomnbyMH 
Lgmmgdmsb, 96939, 99-19-20 Loy 3~76g9ddo dn9Mbo 8MMbLA&gabLMbabs ws dobo 
Mdbs8g@Megqgd0b dag 6mG&gdb]J ao~sHsbamo bombyMa G30bmbg4Gob agosb 
980M BMoengnsbmsb. dogMsd fobb my oMo gh ab&mMoyeEo gobbb3039d0 
M96389OHM39 g8mJoda, MmMeEgbs(3 M93IQM BoM Dg80M bomb G&Mow@n(300- 
Lorsb, MgmagayM ~o BMmggbay~@ Aghagobms6 gMomse RbeQds ob yMbAGob 
d}E0-/ZaEIMBsomMgdab b9Mg30? ry oMo, Hd Aosbs(33~@o ab? 4g39(3~@980 Bobyjba 
39339 0d gombgob Bsdy306 obemobenge@ IgdILMymgdremgdbs ws G30bmbg47Hoab 
8330793MJdO96 RabgGagema bHMZaqgd0bo Ed 9d HMo@a300b Jango sobgMob 
sbomobab bodgomgdom. 0436, Igbsdemms, IMAgb bLoeyqd3zgem0, obGByMbgGob 
gsmgodo gagsMoy{em Bgabmba Mob AgdILMQmgdemdnb Agbsdg ob{mMoyjmo 
BgGaMEN, MMAQMIA(3 NbQMMI(300b arsg3mab adgdn, d93M0 M3o~mbodMabam, 
Bg03b Dg80% gases 3gdob, Ma(3 XVM 30093 9% oMoab bLsZdoMoboe JgLO6s3e0e~n. 


DANICA BOYCE 
CANADA 


Graduated Masters of Medieval and Early Modern 
Studies and a Bachelor of Education from the Uni- 
versity of Victoria, Canada. Producer of Fair Folk, a 
podcast about folk music and folk culture. 


ICELANDIC TVISONGUR IN THE 
CONTEMPORARY AGE 


Tviséngur (“twin-song”), Iceland’s distinctive poly- 
phonic singing style, has been described by Icelandic 
musicologist Arni Heimir Ingolfsson as belonging 
to two different traditions, distinct in time, subject 
matter, and manner of transmission: professional 
tvisongur, associated with medieval manuscripts and 
the Latin schools of the Middle Ages, and the later 
oral tradition of folk tviséngur, eventually transcribed 
in the 19th and early 20th century by Bjarni Porsteins- 
son and contemporaries. But in the current age, when 
oral folk tradition and religious, professional music 
appear together in repertoire, as well as in a popular 
imagination fed by the online miscellany of podcasts 
and playlists, does this historical distinction still ap- 
ply? And if not, what has taken its place? Through 
recorded interviews with Iceland’s leading performers 
and researchers of tvisdéngur, and an analysis of their 
own descriptions of the tradition for their audiences, I 
will seek to answer this question, and perhaps suggest 
a third historical period of tviséngur performance in 
the age of the internet, whose manner of information 
exchange resembles oral transmission in many ways 
is yet to be sufficiently examined. 
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Aqbogmeamagnob EmJGHmMo, gnbmdygbogmemga, am~asb bobgemdbaym “y60- 
g9MbLaB® Bab sbayaMgdyemo IhmagkbmMa, 9d939 wWboggMboG Gob L&yeg6- 
G7G0 bomb yMa axpbenb bomddmgs6gem0, gamMan Imobdnbegmab bobgemmdob 
Loggeagbom asemmdob qdomengbo Lobbogegoemab (93060. ~@s5da03M%s Mdamabab 
Labgmdbagm gmbbaM3goGmMaab Isbagabdgmebgmoab 037m GgG0 1986 Bg5erb. 
OLbjHHs(309 C50(33d 9439, QI] JoGayern 8%9~C0(309EM0 BHo30embAns6MSob 
230950 (2009). 1995-2011 Bengddo nym engd mM wo dq(36094d7d030 Mdag~a- 
Lab Lebgmdbaym 3gmbbam3gomMnodo. Lbgs@sbb3s EMmMb obbs3emo~e@o Mbamoabab 
BIMHQGbL 06L808 78do, gamMan Amsbdobegeoab bLobgemdnb bogge@gbam 
goromdab domengh Lobbsgengdgendo, domgdob ymbbyMgZoHmMoasdo. bodg(36096~ 
ABH AMgLgd0: GHMoea yaya IhogombdIosbmdab y3mMMIgd0, JoMaqmn boghMm 
Ed bebymaghm Agbags, damn JgILMQemgadermbnb 8MHmdemgdge0, Abmga~@omb 
boembgdob HMoeagaqma Agbags, Iqbogo eo LyadamBogo, Iqbogo wo Mgemoane. 


LGdGNTIGN 69M396035 Vd JOMOIILN SMSQNGNINN 8Md39869NSEM35 


goMa geno HMowazoyenn IMsgoembdnsbmdab BmMMdoms 49d7d03960do LoZs~@sbb30 
BMI8MdBaZaMHO 8MOb 3080 Lbgsesbb30 EmbaMs Es NAMangMndge@gdob bLb- 
30EdL639 Lobam Ambsba~gmMdb. dom IrMab yyMseEmgds Jomerme gdobmeyMose 
Zodobgamgdaqmmo godnsbyMadqem, Jgymgbgdqe yrgMo~mdsdy, MmammM3 dgdm- 
Jdgregdam 8Mnb308b9, MMIQeyZ JoMagem gnbo394% Agbajzodo Agbodemgdgens, 
ZoObmMMyagmeagh GmamM3 MobbImgebgdsdo, 96939, IMogoembInsba LAM ydeq- 
Gob (390399 bIodo. <V(33emgenn YEQMse@mdoab 8MGab3o8ab obgmo 8GamMaG]Go 
BoMdm{abab JOmOmMBmdab gobbo3zqnMgdym Gsbboab — g9MimagzeM ,beoGo349% 
AMogoembdnsHBMdob*, GmIgemayZ Ibmacmom AgbozomynS BmmygemmMdo a363e@900, 
Amamm3 LogqbeaMon 6 Logo ab&gMgoam~mms Msbbdmgebgdab bobam, ob939 — 
SMeEmbabs 06 MLGnbsBmb MndsGom godImboGqjema AMogoembInsbmdab bobo :3. 
doMorq{em FMoen gay IMsgoembInsbrdsdo LHsGog~yGo bImgebgdob &g6~@96(305 
Zobbo3yOMgdam AjzoQamMeE geobegds bys6q4M GodbyM Lad~egMgddo, BmangMn 
SMembsyem Lodmgmsdo, Logs~mmdmgdab Jgymg6goqjem ms6bImg069d9ddo, ,,0003,30- 
obgdqem0* Es ,Q06dgmMMyd0—0% bIMgo6qdgdab jo~obbyddo @o 0.4. 
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GEORGIA 


PhD in Musicology, ethnomusicologist, Associate 
Professor at Ilia State University, director of the 
Ilia State University students’ folk choir, the Dean 
of Giorgi Mtatsmindeli Higher Educational Institu- 
tion of Ecclesiastical Chant. Graduated from Vano 
Sarajishvili Tbilisi State Conservatoire in 1986 as 
musicologist; in 2009 he was awarded a PhD in Musi- 
cology (“Forms of Georgian Traditional Polyphony”). 
From 1995-2011, he was a lecturer and scholarly 
worker at Tbilisi State Conservatoire. At various 
times, he taught at the Tbilisi Institute of Culture, 
Giorgi Mtatsmindeli Higher Educational Institution 
of Ecclesiastical Chant, and Batumi Conservatoire. 
Scholarly interests: forms of traditional polyphony, 
Georgian folk music and church chant, problems of 
traditional music performance, traditional music of 
the world’s peoples, music and religion, music and 
semiotics. 


STATIC SOUND AND GEORGIAN TRADITION- 
AL POLYPHONY 


In the formation of Georgian traditional polyphony 
forms, different compositional principles participate 
in different degrees and as different types of interac- 
tion. Among them, only episodically has attention 
been focused on prolonged, sustained sound as a 
creative principle, which in Georgian ethnic music 
can be implemented both in consonance and sepa- 
rate voice-parts of polyphony. The priority of such 
an unchangeable sound principle creates a special 
glimpse of the chronotope — a sort of “static po- 
lyphony”, which in world folk music is encountered 
as consonances of seconds and other intervals, and 
also as polyphony expressed by the primacy of drone 
or ostinato. In Georgian traditional polyphony the 
tendency of static sound is particularly evident in 
Svan hymn-type songs, some drone-based songs, 
sustained consonances of sacred chants, in cadences 
with “belated” and “repetitive” consonances, etc. 
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Zoammbagoab emAHmMa, wWsdImayjgow@gdgmn 433mg39M0. odyodow (3bmM3Mmdb 
adamabdo. IMnbLAmbob ~ybogqQMboGqGob dogobSMo (2009) ws qgberob jbo396- 


LoGgGob gnbmdqbogmemanab sogomsgGo (2003). dabo 3mnbbambab qba3qH- 
LoGg8do Eos(34Qero Lo~abgMBo(30M bsdMMdo ,JoMorgmo bog3emgbom Agbogob 
20053905 Wo HMBaMgdo% aym JoMaqema JoMamIsenw@gdgmo ggm~gbaob dejo 
Loagybggdobs @s mobsdgmMmg97 maSyMangqmn Lodagsmmdmm SMo@a(300b 
BgMammmdamn @s bImgsbo ByoMmgdoab ym3gmabdmd33gemo g3eng390- InSyo3~e0 
BQMLgd0 BMobL|Mbabs Es agmob qboaggMbaGjGgddo Cs ay CEsMBIqQoab 
BmmgRabs Eo Bozogmb qbagqMbo® gGob dobygqmo mgg®rMGo. GmamnGy 
IIMA YM QMO 29(33~Moo BHMA|AHgoab ofGoyMo Igqodogomo, ab mMaobodgjosb 
NZgDQoL JoMaqen gregdGaggdab bogmb3g%H~r GByMbggdb odd-do, ob939, 
AgAgba\GMQdObs (Eo DMaMIosEa@|dgem0 IMIMMEZg~mgAdabagob sbymob ByMm]db 
LogoManggemmdo. aM9d0 MgaqmoMymos@ jonbyemmdb mgqi3agdb JoMoyeo 
Lobymagiin dsbogob ab&mMosbs wo ommMdnbydoby], oGoMgob Jomayemo boemb- 
Ho Ed LobymogMm Agbagob dobGgM-gmobgdb. dg4d6o JoMayqmo aybegdn 
agbeab, 8mabb&mbabs ws agenab y63q9MbL0G 7G) 9ddo, sdyodoeO aoc~mmdb mdngno- 
Lob Jodagnob 6d. gamManb ggm@gbosdo. 


SNMBINSLN DSMDIIN 6Y9HMIBN: 
LO8dAMSVISNbL Q-684 LINSSEIMNL S6ESNNTN 


Ambbj6gd0do asoboemadygdyenns bambsbgMa Q-684 — JoMayqmn IMoZ0embI0- 
obo Logsmmdmab dmobsomab yobGob Bbod36ge~mmg06o BysMim. bgembsbgMaesb 
Odj7o3dAMQdVEOs M58EJb0d7 Lonw~MdeErm: LoGoGyjmm a396e0 3309(36mdb, 
HMI 8oMZg@m3EO BoEmIMb JmMHndgd gsdogMo, Ioamed bymbgMs Jobo oMos. 
Bo{BMZgmgoyema b6y|MMIo(300M, Bobagdn Ago~mdgemds 96Gb wxyddod99 
20d0QMS ANAMaddo, RBM IAqH3, IMogoembInsbmdob L&amo FHMseoy3oqjemo 
aM ams. 306 Eo Ms HMI Igg30Ems HMBamMgdyemo GaJbHo, Go asbsmeydob 
oE@5dns6ds CEs Ms AMBogZaM? 09 LooeyIemmgdoab sdmbobb6Ogmo@, obg39, bger- 
BsbgMab bogeMyem msGamab wsbseggbse@, Imbbybgdsdo Ag7ZImamsgo%jdyemoo 
bgmbsb {Mab sboemodab 8Mm(39bdo JgdgQdsggQdqero Bg8aMo HMo@a3oob goagdob 


Aggbgyem0 begs, M973 WobIoMgdob asagnbggh J3~@gmmdsdo, smgoegnbmm 
Logommeamab dghMymgdob mmagabsemyMa 0d38GmgZ0ds(300b L&omo. 


JOHN A. GRAHAM 
USA 


John A. Graham is an independent scholar currently 
living in Tbilisi, Georgia. He holds a bachelor’s 
degree in Ethnomusicology from Wesleyan Univer- 
sity (2003), and a PhD from Princeton University 
(2015), titled, “The Transmission and Transcrip- 
tion of Georgian Liturgical Music.” He has taught 
courses at Princeton and Yale universities, published 
several articles (currently working on his first book), 
lectures regularly, and gives practical workshops on 
Georgian folk and sacred music. He started Geor- 
gian choirs at Wesleyan, Princeton, and Yale, and 
currently sings with the Kashweti St. George Church 
Choir in Tbilisi. As an active facilitator of cultural 
exchange, Graham has organized performance tours 
to the United States for Georgian choirs, and brings 
international academics and cultural groups on tours 
to Georgia. 


GEORGIAN PRIMARY SOURCES: AN 
ANALYSIS OF CHANT MANUSCRIPT Q-684 


In this paper, we offer a close-analysis of manu- 
script Q-684, an important source for heirmoi genre 
Georgian polyphonic chants. Several mysteries 
surround the manuscript: the title page states that 
Pilimon Koridze made the first transcription, but the 
hand-writing is not his. The melodies were report- 
edly transcribed from the singer Anton Dumbadze 
in Guria, yet the polyphonic style is anything but 
traditional Gurian. Who changed the notation, why, 
and what were their qualifications and motivations 
for doing so? In sorting through these mysteries, 
including the possible dating of the manuscript, 
the paper suggests that insights gained through 
manuscript-analysis can inform our understanding 
of the oral tradition, and thereby assist in future 
efforts to revive the original improvisatory style of 
chant performance. 
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CssdeasgMs geemgbbanb ~bagqMabGyGo (IgbogomyGo gobomemgdab asbbeHno), 
oMab BgreEsaAMA0 Ed CsdIMyjZA~@ JdgQm~a JBZZE~Mg30M0. dobo, MmamMH(3 I3g3eEg3Mob 
Loddos6mdob 20 Bmab dsbdamdy 36mg. dobygqem mogeMas JaMygghosb gMose 
Ambsbamg|Mdb 3m6g39M96(30g9dda, JoSyogb 3qMbgd0 Wo sdIdsEOGdb 3yjdemog30(309db. 
oMab 39d a3ggMe@ab AnbasmobaryoagQMmbBagMb.(3md Co Igbogmemanab, bg0- 
AMIg3baQgMAdOL. Ed sEddosbab Q3gMErqAQ3n0b Logambgdmsb CogogdaMgdaqemo 
amqmndg-b mobdbengdn sMbab sedobobsMoGmmMo. 


8M939269NSEN LS3NMISN BIMdEIN-MMISIN LodddmM3N 
(dobxy gem cmog3sMas JoMzqbasb mobso3GmMmdom) 


dgMdbgdabs ~o MMIsgmydab dhogoembdInsbmdab bogarbo janenggmdgmyma@amos 
CQMAgrbEQE Fgbogmeamang® 33~gIJOdo. Aggbo qyobobyogemo smBeeggerab yge@gge 
MHAGGHaMQoyema nym IMogombdosboe@ Inhbgyera nbLHM7I_76GQd0b (soMd0m0, 
AZ 7eEdLH30G0, Moybgeoobo, MMmsbo, MHdoan oge~mbo, oMgs) Jgbobgd y3gqero 
bamdabsb3e@mdo 259330930 Ed A3MbMaMogoyemo BysHmb IgaMmggdoby. B396 
Amgadaga w~sobermgdam 500 sbamn BysHim (HmamGH(3 gnobyomyMo, aby mege- 
3GVMG{EM) Wo GsMIMZ0eEg06gH ababa L3q3nse@obgo-yemo asdm39dgd0b LyGasdo, 
dom ImMabss gHa-ghan sgQ@mMab (mogoMasb) 2018 Eero LoemJamGm cwob- 
JMGo(305. AmbLybgdsdo Jndmba~m mas A396 Jg~@ga9d0 IMogo~mbdnsbo ~obsobab 
Adeby (mHmsbo, MHIsQ0 o3~ombo, emoypbye@obo) adggemgbo LAgaMasbo bo3Mogqd0b 
Agbsbgd. BoMeS sdabs, LoMeEnbaymn gMmgbaye~ma LogMegab, movy7hg~@obab Agbobgd 
Logdob 1500-9 9980 Bgera sbemo Aqgbgdsqmns Agg60 gMa smdmARgbom, ob 
Gab Iadg6gemgebo gndoqoemynMGo GyoMm: Mmdoqen bo 3mgqo_bg sdIMB3ZaQMyer0 
ALHMNIQGGD] Csd{3Z8MQEr0, MMIQmMA’Z I9-18 Lo~g~ybob wobobynbdo wobsHo 
QMSbAgbymr Ca BagMMmbod. dme~m 300 Eerab Jobdamdy gb Gyomm yyMs~mgdab 
damds ay w~sMhgboemo. 
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PENELOPE SANZ GONZALEZ 
SPAIN 


Graduated Valencia University (Music Education), 
she is a teacher and independent researcher who 
has collaborated in conferences, courses and 
publications with Prof. Manuel Lafarga Marqués 
throughout his research activity during the past 
twenty years. She is an administrator both of 
the webpage www. musiclanguagefrontiers.com, 
and the associated YouTube channel devoted to 
scientific study in musicology, neuroscience and 
human evolution. 


POLYPHONIC PIPES IN THE GRECO-ROMAN 
WORLD 
(Co-authors Manuel Lafarga Marques) 


The problem of polyphony among Greeks and 
Romans has thus far been neglected in musicological 
studies. Our research for the last decade has 
focused on compiling all the available literary 
and iconographical sources about the instruments 
(lutes, bagpipes, /auneddas, organs, double auloi, 
harps) that indicate they may have been used for 
polyphonic performance. We found up to five 
hundred such sources (both visual and literary), 
and presented them in a series of specialized 
publications, including a 2018 Doctoral Thesis by 
one of the authors (Lafarga). This paper reviews 
our findings on ancient pipe-based instruments 
with multiphonic designs (organs, double auloi, 
and /auneddas). Besides this, more than 1500 years 
of silence on the Sardinian national instrument 
(Jauneddas) is now filled by one of our findings, 
a critical visual source: the instrument player was 
carved over a Roman sarcophagus, and it was drawn 
by Francesco di Ficoroni at the beginning of the 
18th century. This source was ignored for the last 
three hundred years. 
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BommenmaayM Ag36agM9doms EMAHMMo QmmygmmMabGojob gobbmMam. bo- 
Ag(g6agMM goMagMs dsorx7Iab bagm 3gMdgbadgom~mab bsdq(36ngMm-33~g30M ob- 
808940 ~sabym. 1988-1991 Bengddo LEogmmdes LofoManggemb 39(3609%9- 
doMd 539E9dOaL dros Mybooggmab JoMagqmo mG MoGymab obbGoGySob 
ob80MsbGqjMsdo. 1991-2008 Begddo oym 08039 abbLS0GyGob BmmzemMob 
ZobymeRnemgdab qjeRMmbo 4q(36agM-MsbsdIIMMIgm Es BMMyze@mMob sMJogob 
bgmddmgebgemn. 2005-2006 66. — am&abagbob Aq(3bagMgdoms sgo~@gdaob Bmo- 
BHab J6(30g~M3g~eE00b L&qjdoMo-d33eng39M0 Cs donbab BMsbygxqMBab amgagb 
joaggMbaSgGob gdaMoxyeno mabagabGoagob obbGo84qGob b&yIomo-com(396Ho, 
Lo@o(g aobsbmMagms Abadgbg~mmgebo 8MmgdGBo — JoMaryma BmmygemmMob 
Ambs (39d gergd®Mmbyemn dobo. 

2008 Eramsb Mmgdmg IydsmMdb omnasb baggMbLo®g Gob sheryamgdyqem s6m- 
QQLMMs@. AdsZO@Mmymmse, 2013 Bmaw@sb sMab agboab yBMawemob dor~mgmab 
aqbaggMboa® Gob ygoggobomemanab IadsMaqemgdab emgdGmMoa ws 99(3609%- 
MSbsdIIMMdgena, YQMboem agmMMgnjzob Mg@oJamMo. 

b999(3609MM ObGgMgQbob LogMmgdns: CEngaGoemMo SqdobaGoMas, |men3- 
Mma, Jammenmgns, boMoG\mmmans, QI3aMgbmdgdoms ymRs Ed BymeByMo, 
Bo3goLoMEMans, 39MbL0Q039(309 


MNOMNEIMBMEND) BILMINIBIAN JDMNVINN SmdSQNGNILN LNINIaNb, 
LMGNLS V5 BLMBAL SILNNM, BNVIN K9E9EIMISNL bSESMdNNGN BIESKSNL 
N6GIM6IG-9HINBN, 396L9390MHISILN 39630200) L396901%I 

(3363 IgMosqdbs ~o bbs Ayogsbsdgbars6 msb993mGmdam) 


oboema b93307g930 Boboe~mab RobgMab dobbom 2016 Bemab Bob yerdo Amgo6yqm 
3-mgnobo gdb8ge@a300 L3go6gado. gb dobo~ Imagog3b obd9 Igg Lodegmob, dom 
ImmMab Lb6gs@obb3o dagmmgmban (gobbo3qaMyJdom, moGnbamaymbaa) Bob yom 
omabdy Ig& ojrambodgdh, gaegm ws BaMa~mdam bodyorb, IgILMjmgdemgdob 
3039 068 gH%Z09gab. Joboe~mab IAMAQAE~O Bsbo~a absbgds agbob (aqg%ds6bqs) 
baggMbLoGg Gob Hggombsyeo bodgq36agG~ Bggmg30mM0 Imbs3gdms dodo LA- 
ZAR-ob bobamdmmago dgbsbgab oMogdo, bsog@ebs3 ab dbm@e@momb bydabdagMo 
B™mbo@sb sMoab bamIabsb3emdo. 


ELGUJA DADUNASHVILI 
GEORGIA 


Doctor of Philological Sciences (folkloristics). 
Started his career as a scholar at Niko Berdzenishvili 
Batumi Scientific-Research Institute. In 1988-1991, 
he took post-graduate studies at Shota Rustaveli 
Institute of Georgian Literature. From 1991-2008, 
he was a senior research fellow at the folklore 
department of the same Institute. He was a visiting 
researcher at the Fairy Tale Encyclopedia of Got- 
tingen Academy of Sciences and visiting associate 
professor at the Institute of Empirical Linguistics of 
Goethe University (Frankfurt on Main), where he 
realized a significant project — an online database 
of Georgian folklore. 

Since 2008, has been an associate professor at Ilia 
State University. Since 2013, he has simultaneously 
been a lecturer and research fellow at the Caucasiol- 
ogy Department of Friedrich- Schiller-University 
Jena, and editor of journal “Georgika”. Fields of 
interest: digital humanities, folklore, mythology, 
narratology, life and culture of ethnic minorities, 
caucasiology, versification. 


A WEB-BASED, LONG-TERM ARCHIVE 
OF AUDIO, VIDEO, AND LARYNX-MICRO- 
PHONE FIELD RECORDINGS OF TRADI- 
TIONAL GEORGIAN SINGING, PRAYING 
AND LAMENTING, WITH SPECIAL EMPHA- 
SIS ON SVANETI 

(Co-authors Frank Scherbaum and Nana Mzha- 
vanadze) 


During the summer of 2016, we performed a three- 
month field expedition to record a new research 
corpus with special emphasis on Svaneti. This cor- 
pus comprises material for more than one hundred 
songs, including more than one thousand audio 
tracks based on different types of microphones (in 
particular larynx microphones), video recordings, as 
well as written documents of extensive interviews 
with the performers. A curated version of the corpus 
is currently stored within the long-term archive of 
the regional scientific research data LAZAR (hosted 
at the University of Jena/Germany), from which 
it will be made accessible world-wide through a 
searchable web-interface. 
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RMoban GMIBMBaGmeHa, Easbsgmgaab yommemagyMa agqMbo®y@ob (s6yqM0) 
BgEoaAMaAO. 85MGadBaL LoaMdmbab pbagqMbaB®gGob AIAgbogmemanab IoaobsMo, 
0332936 Mobs8geEMngg o58Mb4yM Agbogob. sGHabab 3mbbgMZoGmMasdo oGBoMgob 
3309390b AgbogomyAM shommbdbs (8oM%3gm0 boMobbab maMbydab mMegb) ws 
gbag&ozodo, Gobagabsy boyMsbagnab Bmbeds Imba3 Gmenbob 38%gd00m 
Lodo YoMEMzo. 

B9MHadaL ymbLyMZoGmMnsdo LEog~mmdws b&ggH06—M yYQMgZobLmbob bogmd3mbay3om 
gemobdo. 3Mobaqemo 09%979b boMabbab da~mgdob Igdw@qa asbes AgbogomaMo 
dG{QULGagabs Ws MsbsdgeMmgg Igbagab abGmMaobs ws sbs~mo bab sGmyghmmMo 
sbyQMab ggMdm baggMbaG Bo. sdyodIoe gonomdqbogmema bods oMmIancb 
JMmose 33gmg3gb Joma goommedob. dob Iqgbogob obMymgd96 abgao obbsddmydn, 
MmamHgd0(300 Intercontemporain da Multilatérale. 2014 Bemow@sb oMab obbodde 
Regards-ob bLodbsG3gHm bamddMgebgmo. sdysdoe aow@ab ymd3smbai3oab 3qMbb 


dG{DULGagabs Eo Byboagab yBgerggabo eo yrmMenbsaab o6b8084hdo. 


DIMNIINN LS GIS LIITIEIISNL IMIBSONbINSEMBAL 9EN92LNTG VO AMLINNMISS 
(bad3s simdabs ws 9963 IgMdsydab msbs593mG%mdom) 


AMsenQoqe JoMaye bLoImgMobs Es agnsba Ags boyzqbggqd0b wobo3mgm- 
93Om3q@m Agbagol ImGHab Abasghgds Ibyxge~mdab bodsdo gobes Jom ImMob 


AgLsde~mm bobamdmaga qMnngMamdgdobl Jgbobgd. Ambbybgd0do A396 30~eg3 
JMabyer 3497dM joEQd0M Lodbdnsbo Joma yen Ed yo boyg~ybgqdab LodImgmgdob 
830%] BMMBgbb. LodegMgdob IMImbog{~m LAM yd GyModo ,@gMdobs* we 
»A0dd3969d0b* gobodagbse fggbo sbo~mabab 380%3qm Boba~mdo godmgaygbgm 
gemobo344H0 AgbogmeEmangMa Agamegda ws Dggabbo3mgQm Boma EMmgdom0 
ZobgamsMgQdo. IgmMH] Ia~eamds aygbgdb godmagmam Iqgmmeb. go~mmbs wo 
d{MHE03Ab, sgmMegdab ImdMomoab sobgMgdob Jg~moMgdo 3308396gdb dbLasgbygdo- 
Zobbbgog9dab asbbaemym bndydgdb Immab ws babs 8es6ByJ sdmbEgg3b 0d mmo 
IQaMEMEmMaoyMHo dow@amdob wsegdom Es YoMymenm dboMggdb. 
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FLORENT C. DARRAS 
FRANCE 


French music composer, teaching at Université 
Catholique de |’ Ouest in Angers. A Master’s degree 
in musicology from the Paris-Sorbonne Universi- 
ty gave him the opportunity to research Japanese 
contemporary music, whilst also pursuing studies 
in Musical Analysis (First Class Honour Prize) and 
Aesthetics (First Prize with Congratulations) at 
the Conservatoire de Paris (CNSMDP), where he 
received the Monique Rollin Prize from the Fonda- 
tion de France. 

He was a member of Stefano Gervasoni’s com- 
position class at the Paris Conservatoire. With the 
obtention of the French “Agrégation” examina- 
tion, Florent C. Darras has been appointed profes- 
sor of musical acoustics and contemporary music 
history and analysis at the Private University of 
Angers (UCO). He is now doing research on Geor- 
gian chant with ethnomusicologist Simha Arom. 
His music has been played by ensembles such as 
Ensemble Intercontemporain and Ensemble Multi- 
latérale, and he joined the artistic direction of En- 
semble Regards in 2014. He is now following the 
composition courses at IRCAM. 


STRUCTURAL ANALYSIS AND MODELING 
OF GEORGIAN AND MEDIEVAL POLYPHO- 
NIES 

(Co-authors Simha Arom and Frank Scherbaum) 


The similarity of traditional Georgian singing with 
late-medieval Western European music has triggered 
speculations about possible relationships between 
them for a long time. Here we revisit this issue for a 
small corpus of three-voiced Georgian and medieval 
songs. The first part of our analysis uses a classical 
musicological perspective to distinguish the “pillars” 
and the “ornaments” in the harmonic structure of the 
songs, and subsequently study their temporal devel- 
opment. The second approach uses a computational 
perspective. The comparison of the modal character, 
the chord inventory, and the chord progression in- 
ventory illustrates similarities but also differences 
between the subsets of our mini-corpus, and high- 
lights the pros and cons of the two methodological 
approaches. 
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gombmdqbozgmemanob d33~930M0. Bydomdb omdgdob Agbo3o0b Bg~g30bo 
Ed 8MBqYMsMnbo300b sberyns(30sdo 69330079300 Bobs. 2006-2009 66. oym 
AHMo@aGagQmo Agbagabs@do Jadmgbamo ImsgoMo BMobavyemo yqMbsmobl Trad 
Magazine-ob Mgm@oJGQmMoa. gsdmdgqd4enn sgh ®Mseagayeno BMsbayema Iqbo- 
gob 25 BnMgQn Gs, doa ImGab, 9%63 yer GMoen30gc~0 Igbojzob sbameamgoe, 
1900-2009 Begddo LogMobagmab dobdGodom RoBgMomo 300 bog4b3ge0(30m 
BodqdJob 10-~abgonsbo ymd3emg4Go. 2011 Egenb godmadgo LoyMobagaab omdgdob 
Agbagzob Gagbgdabs ~e ymdBoJGyMo ~abggoab yMgdyema (44339 wodgde@omns 5 
Odo, y3gmo Iomgoba IMogambdosb Lodegmsdy). 


3965629380 dNI39dN: 
LOBML (LOBMdESININL 93930) 9M9392Nb69NSEN LNIVIMS 


36806968). Log Mobagado LabadmgMin GMowa3agdab jIMsgegbmdss Imbm- 
QMbaYMOS. AMsgoembInsba {qm BQMs IdmeEme Inob Msdeg608g Mga0mbdo 
2363900. BmangMon gb LobodmgMm LAomn yoMaoe@ oMab wsmodboMgoqemo: 
gMMGbag39, 8oGnbgg9d0 (Sobggdob Jggyobo, SgoMbn, SramMn) ws, Ag~@oMydam 
Bogemgdo@, Bagab bLoamegm. gnbmdgbogmmmagdabagab mamdab (36mdoo 
Logmab dmagtn dmogombdnsbo &Mo@n(300. 

Logmob omd4% dDmbsdo, MmIgqmA(3 1860 Bera@sb g3qmgbob LoyMebaganb, 
LodmgMgdab qdg@gbrdo RMobaye~m gbodg0; 03,039 LodmgMgdo BMobajen 3xy~- 
OyMab ygqms sMgomdo a3bgegQdo. ~CobsMAgbo LogMobagoabas6 bobodmgmm 
L Soman asbbb30309d0: IgbMdgemn semdyHo Mggambyoob (Aggn(3eMns, 8agdmb Go 
Ed 3Eq E’ombHs) Abasgboe bogamgemy|db ImbEmba IMsgoebdnsbo LadImgMe, 
AMAQGEMb3 9@Q0~MMdH039d0 bdoMse Imabbybagdg96 MmammM3 ,dgdbZ90eEM0 bd". 
Logmab dmogombdosba Lodmgmab daogeMa Iobsbosmgdema sMab 3mdqbago(309 
Ld HHoeayagmo ymbGgJbo (boggegbom o6 bogm). 

bg Gams EmggZobagemo LoaGyo3oo: dZgemgbo BMow@n309 Gyem-bamo 039%ago, 
dob, Igw’Mdgemo AZq7a3EManb BLasgboe, 060(33~mgdb Log~ybeam LodagMes. grMbago- 
bao6 asbb63039d0m, of 0% AmAbGoMs BQ_MBQMyemo somMdnbyds. ombodbyemb 
BEM GHagqMa Ed A3MbmdogyMo sbbOs o4gb. 


GUILLAUME VEILLET 
FRANCE 


Researcher in Ethnomusicology based in An- 
necy (Savoy, French Alps). Works for Terres 
d’Empreintes, an association dedicated to the study 
and promotion of Alpine music. A former music 
journalist, he was the editor of Trad Magazine, 
the main French magazine dedicated to traditional 
music, from 2006 to 2009. So far, he has released 
twenty-five records of French traditional music, in- 
cluding “France, an Anthology of French Traditional 
Music”, a ten-CD box set featuring three hundred 
field recordings made between 1900 and 2009 all 
over France. In 2011, he launched a collection of 
books with CDs about the music of the French Alps 
(five volumes published so far, all of them featuring 
polyphonic singing). 


IN SEARCH OF A REVIVAL: POLYPHONIC 
SINGING IN SAVOY (FRENCH ALPS) 


Most singing traditions in continental France are 
monophonic. Only a few mountainous areas have 
a polyphonic culture. Some of these singing styles 
have been well-documented: Corsica, the Pyrenees 
(Basque Country, Béarn, Bigorre), and, to a lesser 
extent, the County of Nice. 

The strong polyphonic tradition of Savoy, however, 
is almost unknown to ethnomusicologists. In Savoy, 
an alpine area which has only been French since 
1860, most traditional songs are in the French lan- 
guage and the same songs can be heard in all areas of 
French culture. What is very different from the rest 
of France is the singing style: as in the neighbour- 
ing Alpine regions (Switzerland, Piedmont and the 
Aosta Valley, etc.), the Savoyards favour polyphonic 
singing, which is often called « contrevoix » locally. 
This paper (featuring many historical field record- 
ings) will first present the main characteristics of 
Savoyard polyphonic singing, and the traditional 
contexts (religious or secular) in which it could 
be heard. 

It will then describe the current situation: the an- 
cient tradition is slowly disappearing, replaced (as 
in neighbouring French-speaking Switzerland) by 
choral singing. In contrast to Corsica, for instance, 
there has been no strong cultural revival. There 
are political and economic explanations for this 
situation. 
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OEMIBMMa, Lersg4yHo ZBQ_mMBQMgdobs Es Jomo g3gMoboymo gnbagyGo 3o3doMgQdob 
L3g30seabHo. Jobo 33ge~mggab LagMmgdns Aqbogs ws grbmga,96jbn; Iqbojzo, HmgmMmy 
ALAMMas Agbagab obGmMoab FobsomIeya; LIg6aL shaMmm3memans, Bmemge~mmMo 
Od BIMAMSQ09; Dg8oM0 BMeEag\mbns; 03%]MZg, sbs~mo Lahm — ,dHbogomayMo 
oMbgdmdab shaMmsmeanmans". 

oMab 89GgMSqmaob qbogqMboB Bob Mabyma go~memmaoab dIosaab&Mo wo 39- 
AHQMdQegab ymbbyMgoGmMoob gnbm8qbogmemmanabs es ymd3mba300b IogobsMo, 
Agbgmoab agoGMob, Agbagabs ws jobgIoGmaMogoaab bobgmdboy}m o6bGo8q Gob 
gnbmdqbogmemmaoab wemy&mmo (1964). 

1994 Beeb (36mgMmdb sdd-do, sab mmb-sbyxgemgbob qybogqgMba Gy Gob Imb3gqjemo 
8HMAgLMa, sbOsgemo@o sdgMo30b Lbge@sbb30 j6o3qMbah do. 

1997 Barb dagbogo o093 3bbGob 8Gnbo gnbMIqbogmemansda, BHmgRgbmMab bm- 
do dg9%3erab ~6039MbL08 ]8do, go0b3mbbab-dge@obmbab qbagqMbo®gGob d080ba9- 
dob b8o38g96~e0 (2000) Ed BqdaM 3ma3qdob 38H0b0 goOmdqbogmermansda (2011). 
Hab IMosg9~0 LodBmasemgdabs ws Lodgmb bg3%0, Mda~moabab ymbbyMZo8mMoab 
Lo89Gom 8HmMaAgLMma (2006). 

Agbymas bLogMmsdmGabe g6303c@M3g@agdd0, sdgMagob snd~momaMsgoyerdo 
bsmg909m9d03 2006 Bgmb dob XXI bo93q76ob qeow@gbo ambgdob BoGqjero dosbogo. 
Hab AMsgoen0 Bogboabs ~o LGsGoab o3GmGo. 


969A DIBSNLSBMHNLN AMBION SINSEMSNLS Vd IMNIbINSEMBSNL BILS6I3 


yrggmagab boo asbgobbgo3mam AgbogomyMa BaJMgQd0 AgbozomayMo y3mMdgd0- 
bao6. AMogombdnsbmds Eo JgMMbdnsbmds o~gmbabyM{Gymo AgbozgomyMha Jbo- 
Zamgons. MNIGZS, FNOMAQLAZMMMaAnsdo 539M Bmemngy}mb376HMabBdab MobsbIoe, 
AZ3~mgBMIObL QM 3oLgg Lexghom, MHmd AMogombInsbmds yYmMdb g7Mabdnsbmdob. gb 
DoEAMIS ARQdb_d9 3mb(39Q(30gd0b J3~R5M Robs 3Z3m~mgdob — BaJMo bas Iggo~e@sMmm 
Md BoJGyMob, oMsdge QaJMb, brenm QmMds — QmMdob. 

AggamgdMag, gb 8Gmdemgdqd0 aobaboengdo AgbLagmemgoabs ws gnbmBqjbo3gmemm- 
goob agombsdmMoabom. 89 dom gobgnba~@msg sboema @Woabyo3e@abob 3mbS94bhdo, 
AMAge@bs(3 99 AqbagoemaHa sMbgdmdob shnMmmmanoh gq76mog7d. oMomgmyMoew 
8g g0630A%dmd QoJMb Mgds] ,AMsgoembInsbmdo JMabIosbmdab Babs9MdwI3"- 
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IZALY ZEMTSOVSKY 
USA/RUSSIA 


Dr., folklorist and ethnomusicologist, specializes in 
Slavic cultures and their Eurasian ethnic connections. 
Among his scholarly interests are music and ethno- 
genesis; music as history vs. history of music; an- 
thropology of hearing; folklore and geography; oral 
polyphony; music and painting, and a new subject 
called by him “Anthropology of musical existence.” 
M.A. in ethnomusicology and composition at St. 
Petersburg Conservatory, Ph.D. in ethno-musicology 
at the Russian State Institute of Theater, Music, and 
Cinematography (1964). From 1960-1996, worked 
at the Russian Institute for the History of the Arts (St. 
Petersburg). After this, in the USA, was a visiting 
professor at UCLA, UW Madison, UC Berkeley, and 
Stanford. Since 2006, he has been a founding Board 
Director of the Silk Road House — a pioneering non- 
profit cultural center in the Bay Area of California. 
Has been awarded the Koizumi Prize for Ethnomu- 
sicology (2011). Is a member of numerous world 
societies, associations and councils, and an Honorary 
Professor at Vano Sarajishvili Tbilisi State Conserva- 
toire (2006). Listed in the New Grove Dictionary of 
Music and Musicians, 2nd Edition (Vol. 27, 2001), 
is the author of a score of books and more than 550 
articles published in different languages. Two fest- 
schrifts have been published in his honor. 


POLYPHONY AND MONODY FROM THE 
NEW VIEWPOINT 


We must always distinguish musical thoughts from 
musical forms — in our case, polyphony and monody 
(as idiosyncratic ways of thinking) from part-singing 
and monophony (as concrete musical textures). 
However, according to evident polyphonycentrism 
in ethnomusicology, scholars still naively believe 
that polyphony is better than monophony. Such a 
premise is based on the mistaken substitution of con- 
cepts — one shall not compare thought with texture 
instead of properly comparing thought to thought 
and form to form. 

Usually these problems are discussed in terms of mu- 
sicology or ethnomusicology. I propose to examine 
them in the frame of a new discipline called by me 
the Anthropology of Musical Existence (AME). I will 
examine the subject “polyphony versus monody” 
along new lines. 
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baemgbgdomd(smeEbgmdob dogabGMGo gnbmdgbogmemmaosda, am~mosb bobged- 
Bagm baggMbo® Gob emJGmMsb Go. Agdsmdeo bofoMaggmmb yBme@3- 
momMab Lobgmdbog3m (396Mbo (2013) eo Joma yen boembyMo Lodmgmabs ws 
bo3Gog3gd0b Lobgemdbag3m dj dq~79d0 (2014-cm99~9), 2016-17 Bengddo Q3mbo 
rgoMagm asmmdsdo*. oMab ESEM-ob ws ICOM-ob 89360. Imbsba~mgmdes 
gdb39000(3098do (bgg0, 2005; Gots, 2011; ofoMs, 2013; dMMRMBabL bamdo, 2014). 
Boba LodogobGGm 6dGmdo g6gdmeo BMosea3aobo Eo Losberob sHmdemgdsb 
ofsMym boembym Agbogodo (2913, mdam@obab bobgmdbaym gmbbyM30Gm- 
Gos). bsdg36o9Gmr obG®gMgbgdob LaygMm Amagegh ofsMyma BMowea3aqema 
Axgbagab, Lo¢mros ws 3mbHbosdgmos IgGameab Agbogomyho gRmmyzemmMoab, 
AMoeagayemn JoMayeno Lo3Mog30gM0 Aqbogab, IgdLMqjemgd~mmdnbs ws Agbogob 
Laamemanab Logambgdb. Imbsbamgmd@s seanmmdMng ws LogMasdmmabm 
Lodg(36og%m 3mbe3gM%J6(309dd0. sMab Lbg0@sbb30 bod9(360g@m bsdMmdaL 93- 
GMMo. IegMab Joomms AmmyjmmMym sbbodIdendo bobobs es go~mmdb mdo~moboab 
89GM-S93Egb Lobgermdnb GodoMdo. 


Q98IIS3ISILN Vd L5936MGHM LNILQIMISNNL BILSbIS 


Lodging 89MameEda qsdMog30 LodmgMs JgaJdbs. Bomo jAQ®gLMds 39H G8osb, 
SQmo@gob eo bogmmdgyMbgm MgQIsBogob gdmgbgdmes. 0d boImgmgdo0b 
03GMM]{d0 daMams@se@ (36mMdam~mn CMmGdsoMgJd0 2y3696. Jowybgw@ogZ0~e odabo, 
S3GHMMM Zabsmosb bogobagdm ynMosemg|ds oM Aq(3gmMmS. JoMagge@ 9330~93- 
0296 boogGmMm badmgMgob bLogsbagdm yqnMoe@mg|ds dosd(3oo g3emsce@ndg 
o6mdsd99, GmMI~ob 80Ms~e@ sMJogdo (e349 Mdamoabob bobgemdbay3m jmb- 
LaMg0GmMnsdo) abobgds (3bMagmo, Loway 9.6. wsdydoggdqm0 Es bos3hmMm 
LodmgMgdo A33g9nMoe Mab asdagbyeno. 

AmbLybgdOb Aodsbo LodgmyG Eo ImbGbobdfrmyG IgGome@do Jg4d6o~0 boog- 
MGM badydgd0b asoboerndydo0 Ws Jorn L&amMHa bodob-mgabgdgd0b g0dm3- 
mgbso. 65dGmddo Logsbagdm yyMoemgds g4(3939, 93H9NZQ, EddIoggd~ye 
LodmgMgab eo Jom 3o3dOMb LoogGmGm 6ndy7dqdm06. 


SOPIKO KOTRIKADZE 
GEORGIA 


MA in Ethnomusicology, doctoral student at Ilia State 
University. Is working at the State Museum of Geor- 
gian Folk Song and Instruments. Has participated 
in different expeditions (Khevi-2005; Racha—2011; 
Achara—2013, Borjomi Gorge—2014). In 2013, 
presented Master’s thesis “The Question of Novelty 
and Traditions in Adjaran Folk Music” at Tbilisi 
State Conservatoire. Research interests include folk 
music traditions of the Soviet and post-Soviet periods, 
traditional Georgian instrumental music, musical 
sociology, and performance. Has participated in local 
and international conferences. In 2014, was invited to 
the Ethnomusicological Forum with the article “Gar- 
moni in Georgia” in Prague. Along with scholarly 
works, is a member of the Georgian women’s folk 
ensemble Nanina. 


ABOUT ARRANGED AND AUTHORED SONGS 


A lot of songs were created during the Soviet era. 
Most of them were dedicated to the Party, its leaders, 
and themes about collective farming. The authors of 
these songs were mostly renowned choirmasters. 
Nevertheless, no particular attention was paid to the 
authors’ names, other than by Vladimer Akhobadze, 
the only Georgian researcher who paid special at- 
tention to authored songs. His personal archive, 
preserved at Tbilisi State Conservatoire, includes a 
chart in which the so-called arranged and authored 
songs are clearly separated. 

The paper aims to analyze the author’s songs created 
in the Soviet and post-Soviet epoch, and to reveal 
their stylistic features; arranged songs and their con- 
nection with authored examples are the subject of 
sustained attention. 
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Mdamoabab bobgemdbagm gmbbyMgo0GmMaab comJamMob Go; d(s)o38 3mb6e 39- 
A38ML* CEOMIZJIBMMO Cd MobsEsdgyWdbgdgema. Lods30~msgHM Es bsdogabGMme 
Loen8mmdm 63dGMMIgddo, CabgMBs(3oobo Eo IAmbbL_6gdg8d0 033~g3gb bod~- 
B0MZ0M IM AybmgMQd0 JoMaggmgdab bommbyMG Agbogob. hoGoMgdqmo odgb 
gdb3gc030980 Lsenbgo~mdo (2011-13, 2017), emobgmdo (2011-12, 2014-17), 
Bombs es dogdgmdo (2014), 3eoMgezgando (2015-17). Ambsbae~mgs Lbgo@obbgo 
BAmMAd Gabo. MobsdIGmMIM~MdbL Agensboobo(3. 


99392 b9NSEMSS LODIMONIBINML NLGMMNILNN 3IMbIISNL VS XVII-XIX 
b903I69I939N S9VbLobNISIL JdMNIBINOS IOLNINIM BIABAMEIN 


LG9G J7BqQdbgdo LofoMaggemmbas6 XV-XVI Lb.do AmByggGoma gxyymbggdobo 
(894 ga0, mModgan, dogdgao, Hom, gmoMexgoo) ws XVIII-XIX boy3-96g990d0 
Mgbgnbs eo NMAHdgndo aowsbobmgdqm JoMaggmms g3mgomy™M wo ob- 
LGM IVES QE IMogombInsbmdob, M7939 of(3g6Go 09 qygobobg6gembyo Jobo 
8M930EMBIMMgZ6gd0b g9dm. aobbaemyenns 038 Agbagob IMsgombInsbmda0b mo- 
30b9d9M%gd980, 6n87dgd0 Co xYQinggoqemns Jomdo asdmdbobgqemmdab JomMoryemo 
9099968 gd0b oMbygdmdob dobg@30m, obg39, BoMyemo AMogombdnsbmdob 
Logambgdo, bdoms LogmodoMogm, bobodmgMHne ws wobogMog0 MygaobGMob o- 
Z0mMdMHngo LobgmBmeagdgdo, GMamMM3Z 3mMgo~@myMHoa AMsgombdnsbmdab 7506 
oMbydmoab bodobo; XIX-XX boygeypbggdab dagybsbq modyMn ~s dJogdyHo IMo- 
Bombdosbo LadagMgdab sMbydmdob CEsdomosbGyMgogemoa (36mdgdo0. bowydoHos 
AMogombdosbBmdab EsgoMagob Msdegbndg Agbsderm dndjdbBq3. 
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GIORGI KRAVEISHVILI 
GEORGIA 


The research topic of his diploma and dissertation 
work and articles is the music of Georgians living 
outside Georgia. He has conducted field expeditions 
in Saingilo (2011-2013, 2017), Lazeti (2011-2012, 
2014-2017), Tao and Shavsheti (2014); has par- 
ticipated in various projects, and collaborates with 
media. 


POLYPHONY IN THE FOLK MUSIC OF GEOR- 
GIANS FROM THE HISTORICAL PROVINCES 
OF GEORGIA AND THOSE EXILED IN THE 
17TH-19TH CENTERIES 


The paper deals with the vocal and instrumental music 
of the Georgians in Hereti, Lazeti, Shavsheti, Tao and 
Klarjeti— provinces torn from Georgia in the 1 5th-16th 
centuries — and those exiled in Russia and Turkey in 
the 18th—19th centuries; however, due to the diversity 
of the latter, the main focus is on instrumental music. 
It discusses the polyphonic peculiarities of this music. 
Examples are grouped according to the existence of 
forms of Georgian origin, as well as the issues of hid- 
den polyphony, local names of spoken, singing and 
instrumental registers, indicating the existence of vocal 
polyphony in the past; and information confirming the 
existence of polyphony in Laz and Shavshetian songs 
at the turn of the 19th—20th centuries. It also suggests 
several possible reasons for its loss. 
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Zammbegoaab em mMab jo6roow@sGo, Lobgann bgemmgbgdab dogabSMa, Roememb 
AQEmmdgema AMIM_Mommo, 38993Mg,0, JnbMANLAgMEMa|n Cs Aybogob Ignme@obso. 
aYym gmbamgm dasmmdagmams gybeab Ba3M%0, LEog~mmdes bodbMgn obenm 
LadmgMsb es EmMmdy wE9y9ZMob; —73Ms3@o M96599EMM39 IqbLogob dg7b~@gdbo we 
obbsddemgddo, nym AmogoMGn DJgdILMyEgdgemo Bobs@sdoa Go~ba Emermbob 3Goq- 
Gogodo, sab JoMagqeo bombyGa Lodmgmab gMa-gMan ImsgeM%a 8Mo4Ga3mbo/ 
8330g30MO Zo0s@sdo. MRSbarsb JMas@ sMab Yomemb AG@mmdgeo sbboddmoab 
209M" B9g8M0. BsdIE QMO o4gb 3Gmg4Ggddo “Make” (2017); “Retribution” (2016); 
“DoVira” (2016); gnemddo , gocemfaa* (2015). «GsMQab LodBogbjem Igbo zoemym 
d96539db 603d39d0bmg0b. 


MBM SdQIMLGIAb IDLNTS IMdQNINMESNbL S9EGRb? 


BsBa~mdMng ano domsdga~ab dag® 2016 Berab bod3mb079bq Ssz3ambsymo 
AmbLybgdab BsboqHboe, Agdo AmbbLybAGd0L dodsbrs gsdmaygbmb ymemgdGowyGo 
AgbLaA_MAdS JoMaQm@ IMoZ0~Mbdnsb LodM_M|ddO ,ASMo@ay\emdnbs® wo ,bad3g- 
mob" as63c@ab 8Mmdengdab gobM33930@. Ig(3bagMQd0, HMo~a3oxyemow, goMd3ob 
abgar Sqbeomgab Ibadgbgenmdgdb, AmamMHa(399 9dm(30o, O6Sya(309 Cs JggMdbyged0, 
M9939 obabo boemmgbgdabsmgob g37beEsd7QbGyMos. 21-9 boyz qjba~@sb wonbym 
08 BbadZbjmmdoms BoQManobydab bogymabbIm sboemngo3qjMo J(3e@gemmdo. ab- 
Jods 36(3993(309dd0, MmMamGages sgqbGgIgremmans (Feld, 1997), Igwagboemo 
AgbLagMgd9 (Kaufman, 2006), gobbmM3ngemgdyemo ~ob34yMbo (Qureshi, 2000) 96 
esdobbogMqdab ghagGogo (Emoff, 2002), dodsGagb 08 dy6emge6 Ibnd36gem- 
d9db Ed CEosoEsbHyMgb domo BRoboyemmds, MHow@asb omnsMgb Aygbago, Amamh(3 
gJdmZ0gdaMd Ed AMdEMdgdaM AggMAmn AqmBo-bybLMM yen g5d-(3~@AEmgd0, 
AMIeab HoMoGogo%yoo Lyemo(3 0% oMob oy (3aemgogeno. JoMayen IMogoembIo- 
obmdabs Eo L639 HMow@a3ayjemo Agboggdab Jogomanmdy, Imbbybgd9 aosgs%mdm, 
3939339, Hmamh ascdma3(39db LadmgMo doMo~ayemmdnb as6(3c@0b wnbsdaxyMo 
AMbLIG@ANEO 3mengd GoGo Igbbogmydob goMacgddo (Erll, 2009). 


ANDREA KUZMICH 
CANADA 


PhD ABD; MFA; honours BFA and BA&Sc; An 
award winning singer, a teacher, an ethnomusicolo- 
gist and music facilitator. Has sung in a Congolese 
Gospel Choir; studied South Indian singing and 
drumming; performed in Big Bands and contem- 
porary new music ensembles; taken a leading role 
in the practice of ridnyj holos in Canada; is one of 
Canada’s foremost practitioners/academics of Geor- 
gian polyphony and sings in the award winning en- 
semble ZARI as well as with her family, which was 
most recently featured in Toronto’s Body Percussion 
Festival 2017 at Toronto’s Harboufront Centre The- 
atre. She can be heard on Veryan Weston’s “Make” 
(2017); Tanya Tagaq’s “Retribution” (2016); Do- 
Vira’s “DoVira” (2016); movie soundtrack “The 
Witch” (2015), among others. Andrea also runs 
MusiCamp, an ethnomusicologically-inspired sum- 
mer music camp for kids. 


HOW DOES MUSIC CONVEY A SENSE OF 
ETERNITY? 


In part as a response to Gia Baghashvili’s paper 
from the 2016 symposium, this paper proposes to 
use the framework of collective memory to address 
the sense of “eternity” or “ancientness” in Geor- 
gian polyphonic songs. Academia has traditionally 
sidestepped elusive qualities like emotions, intu- 
ition and feelings—despite these qualities being 
fundamental to the experience of art. But since the 
turn of the 21st century, there have been worthy 
analytical attempts to incorporate the complexity 
of these qualities. Concepts like acoustemeology 
(Feld 1997), compound memories (Kaufman 2006), 
embodied discourse (Qureshi 2000), or aesthetics 
of remembering (Emoff 2002) find their worth in 
addressing the elusive qualities because they recog- 
nize music as a complex multi-sensory experience 
in which are bound emotions and feelings that do 
not necessarily need to be narrativized. Drawing 
on examples of Georgian polyphony and other 
traditional musics, this paper will offer possible 
insight on how to employ the above terms within a 
dynamic transmedial collective memory framework 
(Erll 2009) to understand how a song can convey a 
sense of eternity. 
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Hogabygoema Axybogmbo, ImsM,dbgema L8sMbyjmo ~Eo dgMdbyemn gbgd0~@06. 
dmgMoab es 9{Mogb Logse@obbgo sbbodIdm~do. LEsgmmdeo MmgmMH3 gmoba3y™, 
abg GMo@agagqm Agbogob. AmBoMeEmdnwsb snbHyMgbgr@s s@M|yEn ws 
AMoseEagaqQmo Agbogom, LyMamBymoe wConbSHMgLes gnbmdabagmemgoam 
Mdamabab Lobgmdbagm ymbbyMgoGmMoaab BMoseaygaqmo IMogombInsbmoob 
33029306 LogMasdmmMoab (3968%do Joma yo boembsHo Igbogab Imgerg 39%- 
bob“ gogeab dgdcega, (2012-2013). 


IMNBONGINSEMS9 FIMNISENL SMSQNGNIS IMEMBMENIM LNILIMSIN 


doshbosm, GMI Sq{ModIsbob Agbo3s qdggemgba BsMImImdobos. goMg bo- 
AyoMmbansb yMdQd0b LgtMONEMn YHOngMamdoab 303m don 96s, &Ms~eE0(30- 
gma LodmgMs ws &MseE(309d0 daMams@se q°RZg~@gmoo. 

349M%5d060 Jansbo Mag,0Mbos aMsbabs ~o gHoyab JyMoabSobgdab Lodmg0Md9. 
BAMSdab Ambobmgmdo LoydMmdb ByMsdob gbodg — JqQMoxyemo gbmdMago 
Ra7Bab amMabab go6dGmgdobq. 

DegngMan d33e~mg3Mab sbGam bos Agdobg — 3QModab JyMagdob Lobodegmim 
LGowo, — GmMIG@G QEQks3 BrBMGIRISDMO, MogQosoMggmoe godmoyg6g- 
MES BMMMsbAMymo MBIQ6aL Bndbgd0b SsGMImbomJIgmse. EMgh bos Bydsb6g, 
dohamsOse@, ZoboMamdse godImaygbgd0. 

AREAS HMI JQMagdab AgbLago sGob ImoMeymbayMn. dogMed B3gnb ny 
oH Bmax_M SqQModsbob Lodmgmodo ImEMYmbs ~o BMEmagmbns gMndsbgab? 
1) Hos begds, AMeEgbs3 SqModob mHn ImdmgMomn gMabseos 09039 Ign~mmensb 
obHjemgob Es gHan domgsbo ~q(°3Mo@ Los Agdabgb AghMyemgdob abygdb? 

2) goyQbmdagMgagemns my aododbyemn, Gmeagbs3 ImImgmegdn Bmagegh 
832MBQEr 06 LagnboeyM BoMAmbagdb Jd60s6, gaeEM] gma Jomasba mogob 
89H Gosh IoMGr oaMdgmmgab. o6 dmemb Gmeagbo3 gMmse ImgMos6? 06 afbgd 
gb w@odmb39309? 

AmbLZLAdOb JoSsboo gssmMgZagMb o6GgMgbo Loo Aydobgb dgdwegmdo g3aemggabo ws 
BModsbab MALIMbLOM yea LodegMab dndsMa ImemagmbayGo mgombsbMobom. 
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MERI-SOFIA LAKOPOULOS 
FINLAND 


Freelance musician, working also as an interpreter of 
Persian and Greek languages, who sings and plays 
in different ensembles. Has studied both classical 
and traditional music. Has been interested in early 
and traditional folk music since teenage period, and 
became seriously interested in ethnomusicology dur- 
ing her studies in the Research Center of Traditional 
Polyphony at Tbilisi Conservatoire (2012-2013). 


POLYPHONY IN THE MONOPHONIC 
TRADITIONAL SONG OF HAWRAMAN 


The music of Hawraman is believed to be of very 
old origin. Due to the limited contact of Hawramis 
with the outside world it is likely that the language, 
the traditional song and the traditions of Hawraman 
have remained largely unchanged. 

Hawraman is a mountainous region located along 
the border between Iranian Kurdistan and Iraqi 
Kurdistan. The inhabitants of Hawraman speak 
Hawrami, part of the Gorani branch of the Kurdish 
language group. 

According to some researchers, siyah chemane, a 
singing style of Hawrami Kurds that is still practiced, 
was originally used to recite hymns belonging to the 
Zoroastrian faith. Nowadays, siyah chemane is used 
mainly for entertainment. 

The music of Kurds is considered to be monophonic. 
But does the song of Hawraman sometimes provide 
the possibility to cross the line between monophony 
and polyphony? 

1. What about when two Hawrami singers are sing- 
ing the same melody and one is suddenly singing 
siyah chemane? 

2. Is it unconscious or intentional when sometimes 
the singers are creating harmonies (of fourth or 
seconds e.g.) for a while as the other continues their 
own part alone? Or in the end when singing together? 
Or is it coincidence? 

The aim of this paper is to awake interest in the 
further research of siyah chemane and the respon- 
sorial singing of Hawraman from the polyphonic 
point of view. 
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gomgbboab bms30b GmeEMagmb bobgemdob Igbogab qdsmemgbo gmbbyMmZoGm- 
Gaab Agbagob ab®mMonbs Es ghagGagob sIGoeyghmmMn. IqJomdes omjzs6G gb 
Mb306 gb3mob bLobgermonb jmbbayMg0GmMoodo. 2005 Emaw@s6 sMab dgbogabs 
0d LEgbyGo boemmgbgd0b RayQab boamddmgsbgmo. 20 Bgmns sMob Z3oemgbbaob 
NbaggMbaSgGab obeyaMgoqmo sMHmeaxghmmo (d-gbogob ab&mMos, 3mgomobo 
@s ImbIg7baL GMgbobao), Insyo3m@o0 40-bg AgGo 3gaqMmbo Agbogobs es byoMm- 
8g(3609Mgdsd0 (Begbogob BggMmeEmMa|ns, sdgb9, AQbogob asbgamsMQd0, Abajo 
@d 96s). Bengdob dsbdamdg qgMog~m@s gbdsbgnab boyggagb mMy3gbeamgddo 
(GmamMa3oo ORTVE, OSM eo b63.). 1995 Eerng@sb ofGoxGo@oss RoMorjenn 
330930 Lofdnsbrmdodo. sGab IqjdemagoGagdab ogGmMa Imbsagbs39 mgI9db): 
dgMdbyer-Amdsyena AyqemBagmboyMo sMoJGo3900, Agbogs oc~@sdosbab g3m- 
emy(305do, 5b939, IMsgo0mmo sgoeEgdoyMo Zg0~eEgmMAobsbg4Mob ogGmMo, Jab dogh 
RoGsMgQdsena ~mgq4(309d0 Cs 3mbyAM_b(3agd0 baemdabsbg3e@mdos Youtube.com-b)9: 
www.musiclanguagefrontiers.com 


8M939269NSEN LG3NMISN SIMdEIN-MMISIL LddIdHMIN 
(Sg6germ3s ambboemgbab m6903mGmdom) 


dgMdbgdobo Cs Mmdogemgydab IMogoembdas6mdab Logambo yaqemggmdgmymaacmns 
QMQZI_EI~ Igbogmmmaog 33~3gddo. Aygo qQgobobgbgmo smberggeob 
330932 MMaQOGoM|dyYeEa ay IMogZgo0m@mbInsbs@ DohbgyQmo adbGMyIg6GJd0b 
(soMdnON, aN@oLAgZAMA, Moybgeobo, MMmobo, MMBsgA0 ogemmba, sMgqo) Igbob9o 
y3gems bgmdabs630mdo 2059330930 Wo OBMbMa Mogan BysMmb dgammgqd0d9. 
A3gg6 Amgadagm ~wosbemgdan 500 obama BysMim (GmamMmy gndyjomama, aby 
MaGHIMG_O Qe) Cs BoMImgoe@gnbgm ababo L3qsnoemoBgdqeno gsde(3gdgdob 
Lymosdo, dso ImMabss gHm-ghan o3mGob (msgoMaob) 2018 beab bowm- 
GMMAM CLAM G(309. ImbLybgd9do AnImMbaemAemns A396 Jg~@Ja,gb0 IMog0e~bInobo 
cobsnbab d4mb (mMmsbo, mMdogo sgemmbo, mob gcob0) andggmgbo L&gamasbo 
bogMsggdob dgbobgd. goMe@o sdabs, LoMenbayma gMmgbyjmo bo3Maga mMmombg- 
@oboab dgbobgd bohyydob 1500-09 8980 Bgera obese Jggbgdqemo A3960 gman 
sMdmAgbam, gb sGab Bbad3Zb6gemmgobo gabsomaMn BysMe: Mmdoqem boMH3mgyo309 
SIMHZOQBM yer bLGM IAG dy] C9d3gMQe~m0, MMAQGe@A(’3 49-18 Loygabab wo- 
LoByobdo wmobsGo BMobAgb3m Co BagmMmbod. mem 300 Berob dsbda~mby gb 
ByoMm yyMoemgonb domds aym wsMiygboemn. 


MANUEL LAFARGA 
MARQUES 
SPAIN 


Professor of Music History and Aesthetics at Higher 
Conservatory of Music Joaquin Rodrigo of Valencia, 
and previously at Oscar Espla of Alicante, same 
institution. He belongs to the Chair Squad of Music 
and Scenic Arts from 2005. Associate Professor for 
two decades at University of Valencia EG (Music 
History, Vocal and Auditory Training), he taught more 
than forty courses on music and neuroscience (music 
neurology, amusias, music development, music and 
language). He played during years with some of best 
orchestras in Spain (ORTVE, OSM, and others), but 
he has been devoted to teaching and research from 
1995. Author of specialized publications also in other 
related topics: Greco-Roman multiphonic practices 
(doctorate in course), and music in human evolution. 
Creator of numerous academic video-recordings of his 
detailed and written classes and conferences, which 
can be watched on the Youtube channel “Manuel 
Lafarga” and at www.musiclanguagefrontiers.com. 


POLYPHONIC PIPES IN THE GRECO-ROMAN 
WORLD 


The problem of polyphony among Greeks and Romans 
has thus far been neglected in musicological studies. 
Our research for the last decade has focused on compil- 
ing all the available literary and iconographical sources 
about the instruments (lutes, bagpipes, launeddas, or- 
gans, double auloi, harps) that indicate they may have 
been used for polyphonic performance. We found up 
to five hundred such sources (both visual and literary), 
and presented them in a series of specialized publica- 
tions, including a 2018 Doctoral Thesis by one of the 
authors (Lafarga). This paper reviews our findings 
on ancient pipe-based instruments with multiphonic 
designs (organs, double auloi, and launeddas). Besides 
this, more than 1500 years of silence on the Sardinian 
national instrument (launeddas) is now filled by one 
of our findings, a critical visual source: the instrument 
player was carved over a Roman sarcophagus, and it 
was drawn by Francesco di Ficoroni at the beginning 
of the 18th century. This source was ignored for the 
last three hundred years. 
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JoOmdgbagmemgo, Igbogmemanab emJGmMHa, amb Lobgmdbaym wbagqMboaGgGab 
BAMQBALMO. Lbgse@obb3go EMmb aym Mda~@mabab gmbbyM3Zg0GmManbs CEs dsommdab b9- 
camgzbgdab bagqMba®gGob Ambgqgyymo mgdGmMa, Bre~gemmMab bobgemdbagm (396GMob 
AQaMeEaL so, boembGo LndegMabs ws bo3Moggdob 4-ydqyIab 49(360gM-MsbsdIDMmIgeo, 
gdgmodg moyoodgomab bobgmmdob j3qmBgmabs eo bgemmgbgd0b qbagqgMbog Gob 
QMEgmmMab ymIsmgqbyGo 338egqgab mosdmMoGmMoab 4g(360g96-MsbsdIIMmdgeo, Lofo- 
Amggamb gobsmmgdobs ws Aqz6agMgdob LodabobG®Mmbs ws asdm3@gdob gHmgbqma 
(398GGab Bybogab g4b3gMGBo, Iobbsgemgdgemms IMmggboxymo gobgamoMgdob (3968 Mob 
@Mg6gMo. 

Lab 9998 jG AmbsBaemgmadb Mgbs3yjdm0349h6 vy LogMmodmmMHab 3mbyq%gb(3agdbo 
Ed Lnd38mMd0%7998d0, Boma yeas sman~@mdMngbs ws bsgMmsdmmGabe 386mg4Ggdd0; 
bamddmgs6g~mmdb bodoj0m@ms36~, LodogabGG~r Es bo@md&mMm FsdMmdgob gmbm- 
Abogmeamansdo. sGHosMgQob boysGe emgq3agdb, mgd(309-3mb(3gMByob, Igb3gqe@Mgob 
QMmygmmMacm sbboddmgdmeb. 

Lsdg(36agMm ab&gMgbgd0 JoMagqema GHMo@ay3ayeo Inbogab badobGogab IAmdengdgdb 
4 303d0ME Vdd. 033EgZL Jomms QMEjMMMb, Lod5Zgdgm- wo S9gdZmo QmemjgmmMb, bo3Mo- 
3096 Babogob, JoMaq{m-PMenmmjzoggoboyM 3oMomgmgdb, Loggegbom asemmdob wo o. d. 


DIMDIAN SHILNGNINN GILNS BRSESN Vd NESVNLIL 538GMHISNL 693HI19I98d0 


LodoMaggam — 934mdabo Ed sbaob 2 d9yxgZoMJeOnbd) Aeg_d0M] 89GoMo Jggyobo — “9d39- 
agbo EMmnEesb of(3g3@o WRbmgmo SmenGagmbgdob, Ima boyMgdnb, g0fMgda0b, 99(3- 
BagMadabs my dabombgMgdab yyMoemgdob. ymbyMyG qm obG Mgbgdob aomMes, obobo 
JoMaggmos ymgodg, Bab-Aggyyengdgdbq, LoMbINGmgd0O9, MOGyommgdbs wo Igbojobq3 
B9MEb76. 5d RobsbgMQdb JoMaggmmo Aq36agMgon aLAmMMoye~a BysMmb Ibadgbgeomdob 
obaggd96 eo Lbgoe@obb30 3Mmdengdody] ALyxge~mmdnbab bdoMe@ dadsMns396. Imbbybgd0, 
Mmdgem0(3 Lavy Bob (3ng~mgMors6 Cs oMnsd bymsdgamas6 gHse IMIS Joya Bs6ger0b 
BoBoammas, BoMdmohg6b XVII-XIX LL. QMsbao ~s abam@mabgera o3GmMgdab bsdGmdgddo 
goMagqen GMoen yoyo Igbogab Agbobgd god6gy7e0 o6Q|MMdS(300b QMa bob. 
gobbagmyem Iobomob asbbo3qaMgdaqemn Mmenn gbaggds JoMaggememmaogMHo (od 3d330- 
Lommmaoyma, 03%9m39, JoMorjem-g3Mmdyen0 qMongMamdgdab ob&mMoab B3eg30b 
agombsdGabom. 
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NINO MAKHARADZE 
GEORGIA 


Ethnomusicologist, Doctor of Musicology, Professor 
at Ilia State University; at various times was an invited 
lecturer at Tbilisi State Conservatoire and Batumi Art 
University, a consultant at the Folklore State Centre, 
scholarly worker at the State Museum of Georgian Folk 
Song and Musical Instruments, scholarly worker at the 
Complex Research Laboratory of Ekvtime Takaishvili 
University of Culture and Art, a music expert for the 
Georgian Ministry of Education and National Examina- 
tion Centre, a trainer at the National Centre for Teacher 
Professional Development. 

Systematically participates in national and international 
conferences and symposia, local and international proj- 
ects; supervises Bachelor, Master and Doctoral works 
in ethnomusicology; delivers public lectures, lecture- 
concerts, and meetings with folk ensembles. 

The focus of her scholarly interest is the semantic 
problems of Georgian traditional music. She researches 
women’s folklore, children’s folklore, instrumental 
music, Georgian-North Caucasian parallels, ecclesiasti- 
cal music, etc. 


GEORGIAN TRADITIONAL MUSIC IN THE 
WORKS OF FRENCH AND BRITISH AUTHORS 


Over past centuries, Georgia, a small country at the cross- 
roads of Europe and Asia, attracted foreign politicians, 
travelers, merchants, scholars, and missionaries. In addi- 
tion to their own specific interests, they also wrote about 
the Georgians’ way of life, religion, rituals and music. 
Georgian scholars value these historical sources, and 
often refer to them when discussing various problems. 
The paper, which is a part of panel presentation together 
with Susanne Ziegler and Mariam Khelashvili, presents 
some of the information about Georgian traditional music 
found scattered among the works of 17th—19th century 
French and British authors. 

The discussed material is of particular importance in 
terms of researching the history of Kartvelology and 
Caucasiology, as well as Georgian-European relations. 
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B96ob Agbagabs es bLodgdILMymgdem byemmgbgdab baggMbo®qGob Leen 
BAMEB_LMMa. BMsb3QByqM@obs Eo gomebob qpbogqMboGyGBgdob 9ob3q94e0 
8HMAQLMM. Ra~mMbmgoab eEmUgmHa babGydIqm AIgbogmemansdo (2003), 
barmmgb6gd0b IogabGMa bob }gIqh Aqbagmenmansbs Es sMImbogmgm Leosgnh 
330939000 (1993), BsddQManb qbagqMbaGgGob IodoemoGoMQoeyemo I33eg39M0 
(2011, boerb yo Aqbago/Ig@sMgd0mn Aqbagmemane) 


8M93SDNQIMNSEN SFILSLGBNMISN (SENL LSINMISNL 89HI9I) JDL9MI3NNI 
9 NLEMGANIL 89MHb3958N3S3N 


AMoZ0~MO|MASH ayroobGgoMgQab (do6ob L&goMgdob aoMQdq) wawo bbab bb 
Bmeagh ,8HodoGoqmo avyoobSsomHo*. doa CobodIdsegdmoe ogygbhGogwyHo 
GBMEbabL goMe@o, Lme~mm AMsgeembdasba Jbmgommab 439g 30M 36/39/3009 Logamm. 
obama ag 7w@abSgaMgdab AgwsMgdom0 33m~mggZabob gomgomobbabgdqjmo joao 
aymb Isma ghammmans ws IMMQgMemans, Ws33Mab HyJ6oj° ws AMogomb- 
dosbo BoJGyHos. LAgoMb sdSse@qag6 mMHa Agameam: 8oM%3g~@a (o) (6mda~a 
aym Igbo 3~7699ddo (bog3Gs6ago0, gb38e6g9m0, Mabon), ab&Mosbs w@s 389%(39- 
amgnbsdo, adgnsms@, yHgGodb) Cs IMMenbgdmsb. IgmM] (4) EM|bs3 agb3~@qd0 
gagmbab 3qbdymgdbq, LofoMnggemmdo, Lmdbgado, mobgdms6 ws 8mbGmger 
dgMdbjdms6, 9b939, 3remagabsoMgado. m|MEdoL mHa QMHM- Bobdye@ns bob 
ymgmdo ws ZogMansbyxdqjemos dHmbab MJam o6 bab MabmbsBmMam. M3gmgdob 
go6em94,9d0, NAVE gLE@, bbgZMo~w 89MamgmayMns, Md/3 IMsgoembdosb Hof GyMob 
agmoabbdmdb (6+3, 5+3, 5+2, 5+1). dbomerme orjenygdb (3mbGmgmo dgMdbgd0, 
mob dn, bmdbgdn, sbgMdonysba) CEs LodbMga-nsMoby~m 690-06306b sgn bLe- 
Ms@ BoMa~mg|mnHa M3mgdn (5+5, 646). MaMgdnb gobbogyoMyadqjemo asbemsagdo 
OMNI] IMogoembInsbmdob gxqJGab dargonb bodvyomgdob odenggo. 
DegagMan 93GMGo 3 GBodsob ay@obGByoMQob szogdamMgob qdgqmgb dgmdbyeo 
5307256, NVI’ZS 9RZGM LoMIVEMs Bs-n 330~Mg3o dndbs6Ganbs wo go3goboob 
qdzgmgb 34qQm®qmq@ (3968M%gdm06 go3zdoGdo, bLong@ebs(3 abobo, Agbode~ms, 
BMaAMdIseEnE VdemAMn LodyoMmb Caw Bsbaemdo go3{M(3gmgdqenny3696. sdagoMow, 
IIMHVAQEMA msbedsQyQGjd0 gobrm-mnbagabGyH -yMongMomdsdy Ig&oe 
29dmEA9d0 gASLGZoMab GoImemanab sbobLogmoc. 


ULRICH MORGERNSTERN 
AUSTRIA 


Full Professor at the University of Music and Per- 
forming Arts Vienna. M.A. in Systematic Musicology 
and East Slavic Studies (1993), Ph.D. in Systematic 
Musicology (2003), Habilitation (venia legendi) 
in Folk Music Research / Comparative Musicol- 
ogy at the University of Hamburg (2011). Visiting 
professorships at the Universities of Frankfurt a.M. 
(2009-2011) and Cologne (2012). 


“PRIMITIVE BAGPIPES” INCOMPARATIVE 
AND HISTORICAL PERSPECTIVE 


Droneless multichanter bagpipes long ago were 
called “primitive bagpipes”. However, making, tun- 
ing, and playing these instruments is anything but a 
simple task. It demands acoustical knowledge as well 
as a clear concept of solo multipart texture. 

A comparative study of droneless multichanter 
bagpipes has to consider ergology and morphology, 
as well as playing techniques and the intended (and 
resulting) multipart texture. Two construction meth- 
ods of the chanter can be distinguished: the monoxyle 
and the composed one. The former (type A) is known 
from Medieval Europe (France, Spain, Russia) and 
more recently from Istria and Herzegovina, rarely 
from Crete and from the Mordvins; the latter (type 
B) is still in use in the Aegean islands, in Georgia, 
Armenia and among the Laz and the Pontic Greeks, 
as well as in the Volga basin (Mari, Chuvash). Typi- 
cally, two cane tubes are inserted in a wooden yoke 
and united by one cow-horn or wood resonator. The 
arrangement of the finger holes is mostly half paral- 
lel (6+3, 5+3, 5+2, 5+1) which necessarily implies 
a multipart texture. Only the tu/um (Pontic Greeks, 
Laz, Armenians, Azerbaijani) and the South-Iranian 
ney-anban have fully parallel finger holes (5+5, 6+6). 
Particular fingering enables tulum players to achieve 
multipart effects (unlike players of double hornpipes 
in the Near East). 

Some authors relate type B bagpipes to the Ancient 
Greek aulos. However, it seems to be more promis- 
ing to discuss them in relation to the ancient cultural 
centers of Byzantium and the Caucasus, from which 
they could spread to large parts of the Orthodox 
world. Thus, again, cultural landscapes are more 
suitable to explain bagpipe typology than ethno- 
linguistic relationship. 
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Axgbagmbo, A33m~mg30M0, bdab MggobmMa Eo gnbmdIgbagmemad GmMmbsm- 
06. sdysdo~ gnomdgbogmemmanab dogobsMsbGo omMygab qbagqMbog jhdo, 
osGBsemnSy7ob Eo aggemggZb somyobyMa, JoMagqen, aGsmayHa eo 4ygMosnbqe~o 
AMsEa({aQ\mo BMgoe~myMa AMsgombdnsbmdoab LsdDgGILMymgdemm 3M%548):0390b. 
M9969 sP_nmMMdMng Sbbodd~mmsb gMaseE bdoMsE ImbsBamgmdb BMsen(30- 
Io IMogom@bIosb LodmgMabaosb EsjzogdoMQdqQe~m Logo@obb30 8Gmg4]gddo wo 
BeomMdh gobsbmMM3agemb gobowab AMogemagMmgoba Bm 8qQMab IenwoMa 
AMBsngab szoegdayMo 33m@mgg30. sdyodobEgmo obG]MgLO AndoMage~ns oG- 
MmaynMa AMsgombInsbo LobadmgMm Mg7IgAMByoMabs ws gdoaMe300b Jodega 
domo &MobbymMMIo/300b (6 goJ@moob) 3393060 Ed Caob3mMMab mgIgddo 
AMsgZ0e~bdasb LoImgMsb]J qQMdsby~ 3mbGyqbGdo. 


NSSNNIAN bSN6IGN 9MS39°b9NSEN IIOLNZNL NRIEGNBNZSGNS: 
AMHRNANMIO VS L986MHI9N) NSSNNAL BISGHMbL 84MB3NEGONNLDS V9 LOLIEGML 
MHIBNMEISNL SMSLNGNILN 8M935T2b9NSEN LNILVIMNL LIIMNIM FILNISL- 
JEN Idb6SLNDNIISNISNL BBLIBO 


AmbLZEAdSdo YaMo~eEmpds Zodobgnm@m|dyemns 393dNMbyq agosemanb mmo Mgaombob 
AMoZ0~Mbdns6 Lobadmg|Mn IMoJGagob ImGab: jo6Go sHmgmzoemo (349Gb 
84306305) Cd 756GM oers LGoabo (LodbGygo aGoeoab Jgge@0 syeoab boen|b- 
Gb Bobgg0M3y6d-yen0). doxbgr@ogo0e@ adabs Gmd gb Jggybob bodamabsomm 
Bsbamgdns Ws MaMMg|yE Mgaombb odgb asdmygggmomo AgbogomyMo ow@gb- 
GMds, dom IeEn~@sM AMsgombIosb LobodmgMm Hg3gQMmBqoMb d93M0 bogham 
dobobosmgdgemn ofgb, Iogsmoms@ IMsgambdnsbo LAM yJGyMo, 30943969d0, 
AQemeoayMa 88390 Cs JLmgamo. MsbsdgeEMmg9 8M548030do MMHn3Z9 HMs~@0- 
(3098 asnsMs AgbLagosmyMHa IZGBsIMMQMbaL Logse@obbgo ~mby, LmrygnsemyM 
b03M(3998do IMogambdosbo Lodegmab IdoMean (33momydgoab wsd330eEMgdnbo 
Ed LagnsmyMa MMasbads(300M Bo9Mb3Zg4E0 (3g~moamgdgdob abam, Msdo(3 
AHodgbgrmmgebo aogmgbs Imabenbs IMogZ0e@mbInsbo Lodmgmab yYmMIoby]. Imb- 
Lbgdsdo ae _bGogagoMgdqemos Boao LogMam AgbLogomyMo Iobobosmgdemgdn 


0d IMEMEMMabEJ@mO (33cm0E~M]d9d0 LodgFILMymgdemm 8Mo4Gogod0. 
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MARIO MORELLO 
CANADA 


Musician, researcher, arranger, and ethnomusicolo- 
gist from Toronto. Is currently pursuing an MA in 
Ethnomusicolgy at York University, focusing his 
studies on analysis and performance practices of 
traditional vocal polyphonies, particularly from 
the Balkans, Georgia, Italy, and Ukraine. Performs 
frequently and contributes to several local ensembles 
in an eclectic variety of musical projects that focus 
on traditional polyphonic singing, and seeks to aca- 
demically investigate traditional repertoires within 
Canada’s rich mosaic of diverse cultures. Current 
research interests include the study of repertoires of 
polyphonic song in Italy and their subsequent trans- 
formation (or disappearance) post-emigration, and 
the study of polyphonic singing in urban contexts 
within diaspora communities. 


IDENTIFYING MUSICAL CHARACTER IN 
ITALIAN FOLK POLYPHONY: 
INVESTIGATING SHARED MUSICAL CHAR- 
ACTERISTICS OF TRADITIONAL MULTI- 
PART SINGING IN THE QUATTRO PROV- 
INCE AND SALENTO REGIONS OF NORTH- 
ERN AND SOUTHERN ITALY 


This paper will focus on investigating the musical 
link between two regional practices of multi-part 
singing in Italy: the canti polivocali of the Quattro 
Province ethnocultural area of the northern Apen- 
nines in the north, and the canto alla stissa of the 
Salentine peninsula of lower Puglia in the south. 
Despite being in opposite parts of the country and 
each region having a distinctive musical identity, the 
respective repertoires of multi-part singing are rich 
with shared musical characteristics such as the poly- 
phonic structure, ornamentation, melodic motifs, 
and texture. Both traditions have also experienced 
varying levels of musical metamorphosis by their 
contemporary practice, through the growing change 
of multi-part singing’s placement in social spaces 
and the resultant changes in social organization, 
which have affected the polyphonic song form in 
significant ways. Through the musical analysis of 
field recordings and online media sources related to 
the aforementioned regional multi-part vocal styles, 
this paper will identify and deconstruct their shared 
musical features and recent changes in performance 
practice. 
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Axgbogmemaanb Ioaob&Mo (mdomabob Lobgmdbagm gmbbyM3g0QmMono, 19906.), 
baeamgbgdomd(3mebgmdob wm amma (qnbmdgbo3gmemaoab L3q(30s~mdnm) 
(ommash babgmdbag}m ybogqMboGgHo, 2018 6.). s6bodde@ ,,Lomo6omb* boerab so 
Od 8g9ESaAMAn. B3gE@g3{OM0 Lofdnobmdab gsMea@s, g6g30 sf4GoqM Igmocamanym 
AMmgsbgmdsh ws JoMayen Agbogsmy™M BmmygemmMb BomMswagbb Jggy6ob 
RQoMampob goM om. IMHVd_EGoyagdabs ws IsbHyMgmobgdab froboSoMgdmsco 
LoZ0@abbg0 eEMmb ImB3ZgyE0 AYM ModgMo30b, ~mmbembab, genbdqManb, 
BHISMMEHabL —Y6039Mb0 G8 gddo, g9eEgbboab 3mbbyGZo8mMoodo. dobo bow@ab- 
9 G9(30M BsdMHmdo yb3o06qMo bo3qmBr HoGqQomob IqbagmmmgoyjM-sbamms- 
MemaaymMo ob389489d0% LgobyMa boMa®qomm Ladmgmab obSyMeab(3o38em0bm 
83930b FoMImseagbb. 


MOMNEIMBMEND) BILMINIBIAN JDMmNINN SMOQNGNILN LNINIENb, 
NMGBALS Vs BAMBAL SILOM, BIN H9E9EIMISNL 69ESMHdALNGN BIESK3NL 
N6GIMEIG-9HINBN, 396L93T90IMISINN 85b63NNN) L3d690I%I 

(3563 IgMosydbLS co geraryged CdEOxP6sdgn~mO36 Moboo3GmMmdom) 


obomo b9330930 Boboemab RebgMab dodbam 2016 Bmob Baybyedo Amgsbygnm 
3-mgnsbo gdb3gm@ag3no L3gsbgado. gb doboe Amagagb obdg 998 Lodegmsb dom 
Immab Lbgs@obb3o dJnzgGmgmbom (gobbog-yaMygdam, msMabameambaa) BobyGa~m 
omobbyq IgG) oqrambadgdL, g0eg~m wes BaMa~mMdam bodyab, IgILMyjmgdengoob 
339 A6G]M3Z0%9db. Joboemob IgMAgyEmo Bsbae~mn nbobgdo agbob (aqGdobns) 
gbaggMba® G®ob Mggambsyema bodq36agMm 33gmg30M0 IAmbs(3gdme dod LA- 
ZAR-ob bsbaMdengo Igbsbgab oMJagdo, Lon@obs3 ob LMe~omb bgdobdagMo 
Bg_mbo@sb oMab bamdobsb3emdo. 


NANA MZHAVANADZE 
GEORGIA 


MA in musicology, PhD Candidate at Ilia State 
University. From a family of Georgian traditional 
singers of Gurian polyphony is a folklorist and inter- 
national teacher of her tradition. Soloist in the choir 
“Sathanao”, has presented and taught her country’s 
music nationally and internationally for many years 
in Europe and US. Her academic presentations have 
taken place at various universities and conservatoires, 
including Limerick, London, Berlin, Valencia and 
Edinburgh. Her PhD thesis, “Musicological and An- 
thropological aspects of Svan Sacred Ritual” repre- 
sent an interdisciplinary research of Svan ritual song. 


A WEB-BASED, LONG-TERM ARCHIVE 
OF AUDIO, VIDEO, AND LARYNX-MICRO- 
PHONE FIELD RECORDINGS OF TRADI- 
TIONAL GEORGIAN SINGING, PRAYING 
AND LAMENTING WITH SPECIAL EMPHA- 
SIS ON SVANETI 

(Co-authors Frank Scherbaum and Elguja Da- 
dunashvili) 


During the summer of 2016 we performed a three- 
month field expedition to record a new research 
corpus with special emphasis on Svaneti. This corpus 
comprises material for more than one hundred songs 
including more than one thousand audio tracks based 
on different types of microphones (in particular 
larynx microphones), video recordings, as well as 
written documents of extensive interviews with 
the performers. A curated version of the corpus is 
currently stored within the long-term archive of 
regional scientific research data LAZAR (hosted at 
the University of Jena/Germany), from which it will 
be made accessible world-wide through a searchable 
web-interface. 
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ag~abmababa qbaggMbo®y Gab LoemJGmMm bomabbob yobeaw@sho eo gombm- 
Agbogmemaoab bobgbam obb4MyJQmMo 3n60899,d0, 3obs~@o. 2015-2016 Bengddo 
RosGoMo gdb8ge@0(309d0 LofJoMaggmmdo. sdysdo~e sdms3gMgob Iq_dJomdob bo- 
EOLIMB(30M BsdMmdb], IMog{gomyxQM Ambsba~gmdeos gnbmMIaqbogmemanymo 
Lobmasemgdabs CEs Leognhn, 73GHM3ym0 Cs AgModbaYEO 33E~mg3g9d0b sbr(3no- 
Goobs es Loge 3mbgy39%96(30gddo. 


LOLNIQIGM GSIMNGSN Vs JINGIMILAN 9IE9M9IMB0: 
JSANILN 8M93S°b69NS6M45, OMIMMGC JINSGIMISNG JI6BINGHNL SQ3NXIN 


BIMABVQMoms AgbagomyAMa IgbggEMQd0 Ley jwMm bdaMns, M39 &Moe@n(300b 
BoGHoMQdmo mmygomyS IgbozoemynG bagMy3qdo qybmgmgdob Iobbo3gmgdgemo 
begds. JoMaymna IMog{g0embIosba LoImgMs AMo3Z0~m sMofoMngg@b obo@sgb 
MdgOba gobomEAsMn BoMIMbagdoms Ed 3476—E097HG QMO ZogZdoMaD Logggdobo wo 
oe@gm3memoab bnsMy~m AmbIsMgdoba0b. 5d AmMIbadg~mge~mmdob aoMdgd~m Rodmy- 
SMSOS JMMAZoMA Agbagsm~myMa BayMnddo, MmMdAgema(3 BMJdb 9%34979g9db wow@o 
SMaGsbym0@s6 96 sIgMaza~@0b, Mmd ,boembyM mbHoGBjdm06” a36mgM%mb wo 
WIQMME Iomasb abbo3gmmb Agbags. sdsda qyHnngMamdnb d93M0 Log2e@obb30 
mbgs Baayen (boebymMa Lodegmob mbGGgdo BymByMyeo 3odnGosemom, do- 
LEogengqd0 Qnbsbb-yHn godnGsma Cs MoH Yodbjd0/dySdo3e~gobn). og GMM G Go 
Od S{MJEHAMmdo aobbozqonMgdymsw I6odZ:6ge~mmgebrs Ambsbaenggdob gMado- 
Bgrosb Psdmyga~@goqengdodo. BmangMHa Iobs8abdgerb, daManseEse, 93M6mdo 3+ 
LoMagdgeno odo@eg3b, Lbgqdabmgob &yGnbdo sMob LAMsGByaoo ByQmBymyeo 
AeEaMoemdob bye@mdgymdabs ws A_IZ30@Mgmdab JgbobsMAybydmmoe, xVI(30 gb 
8 H76304MsEO Lobns6ms HMsea3oem0 LAyWIoMndmy3goMgmdobs ~eo qyMaogMonr- 
Zoagoabomgab. IMbLA-bmygncm@moddab IMogoemo sbommaGagmba bLoydMmob, oy 
Ama LgoMeagds ,0g6oMdg 80MQd0% shoe BmemnGa344M%-ggmMOMdo gM Bgbhmoab 
oboe a9%gQI-do aswsMAgbabagab, Dmaggm — grba3qMo aEghGmoob bombers“ 
ZoMOJI6ob abams 3. ImbLybgd9do0 sMob IQ~@gm~mmds, 309M33gb 04 LoGqo(300d0 
ZoosbemsMagqem yodM3 Amgm~gbsda: IMbLH-bLmgns~obdo, BgmemndgMomayMo 
BMMNHAGWMHO QgMBMAnd, LoyMab da ymg@n sMsdoG Mosman Fym&ymyjmo 
899330EMgMdo, HMobobbo(3amboemsyMa 973793950 Cs BMbLH-bagwymoMyeno ~obs3- 
MgAE~MgJd0, HMIE~M|d3 (3EAMMdAE Rodmayoemndemb arrmdo~maMn (36m3gMgdab Ego. 
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MATTHEW KNIGHT 
CANADA 


PhD candidate at the University of Illinois, and a 
sessional instructor in ethnomusicology in Winnipeg, 
Canada, conducted fieldwork in Georgia in 2015-2016. 
He is currently completing his dissertation, and has 
presented multiple times at conferences of the Society 
for Ethnomusicology and the Association for Slavic, 
East European and Eurasian Studies, as well as others. 


SONG TOURISM AND CULTURAL ENTRE- 
PRENEURSHIP: GEORGIAN POLYPHONY AS 
INTERCULTURAL ENCOUNTER 


An increasingly common type of intercultural musical 
encounter occurs when a folk tradition-bearer in a 
localized musical body of practice becomes the tutor 
of foreigners who have no obvious ties other than 
personal affinity. Georgian polyphonic vocal music 
has attracted many non-Georgians due to its striking 
harmonies and fundamental connections with the 
joyful consumption of food and alcohol. A type of 
musical tourism has developed around this fascination, 
bringing whole choirs from the UK or America to live 
with and learn music directly from “folk masters.” 
Many different levels of power relations are involved 
here (songmasters with cultural capital, students with 
financial capital, and various translators/mediators), 
and demonstrations of authority and authenticity 
are especially crucial as participants navigate their 
relationships with each other. Guests often report 
the experience as being transformative; some hosts 
are drawn primarily to the economic benefits of the 
exchange, while others view tourism as an acceptable 
strategy to promote cultural sustainability and heritage 
preservation, though potentially damaging traditions of 
hospitality and village reciprocity. Numerous analysts 
of post-socialism have noted how new politico- 
economic orders require the creation of “enterprising 
selves” to survive in the new environment, sometimes 
by commodifying ethnic identity. I tease out the 
multiple threads converging in this situation: post- 
socialist, neoliberal political economy; endangered 
intangible cultural heritage; transnational affinity 
groups; and post-secular Westerners forging a holistic 
way of life. 
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QLAmbgaob mG MoGyQMob I_Vb6qyIob g7bGmbgMo Qmmyge@mmMob oMJogob 
4Q3Mmbo 4936096 MobsIIMmAgen. sbLbogemob HMow@ogaye bodmgmMeb gbmby- 
Mab AgbagZabs Eo MG Mab s3oe@gdosdo, GHoM@Byb qoagqmMbog Gob goemosbe0b 
39MGBQGObL oZ0e@gQdodo. dobo Lo~gabgMGo(3om GsdHmdo (2008) g7degbgdme@o 
d39m@m ghGmbyMG bobodmgMHm SHMoe@a3oob, Iabo bsdq36agMo Bge~gg3o0b by39M%- 
Mgdoo: JAILMAmMgdmmds Eo QLAMb AMO wo LagMb HMoengaqma Lodmgmab 
IgVILME_dengoo, 96939, Bre~gemMob AgaMmggdob ab&mMos. sGab gbAmb- 
qa HMoea3aym LoImgMgdob aodm(3gdgd0b MgeE.JGmMo wes 8MmgJ&goob 
bamddmgob6gemo. 


IJEIZIGMSSL9 Vd 3969b6TISObL IM GNL: LMGNSLIMN Vd IDLNVIVVIMN 
84MGCILISN LLIBIEVIL. LIGM LIILM LSLNINQIGNM GSMsVnNGNsIN 


LodbMgm-smdmbsgenga ghGmbgaab by §mb IMogombInsbo Labndmgmm @Ms@o- 
(309, bar emggene Baggqmgbgdo domBoyh-yabqM Mybmb bandegmab BMosw@o- 
(3006 MHmdgema3 EM|I] BysoMa a bac g0—00(39dd. 59 HMseagaab ~Gy3q8mdob 
2039396 erggermb arbegda (mommy x979Qd0 ~Cossbermgdom 10 69369), 
03,9039 LaGmb mgdab obbGoSyQ0gd0. emggemb, GmamM3 gomgzbqymo by- 
89MLOGyY309M0 I7dZZ0@M]MbaL sMnsMgd9 Babs Bmobdy BsdmbggZb Lodmgmab 
H980GO 99E9(39dOb COW NEQMEM|Z nH wo JIM3QN|M Jbadgbg~mmdeb. Igm~mgb 
AbMng, LodmgMgdob ,GMowa3ogmo* LEogmgdo EMgh 06 sMoab sJ&qomayMo: 
Dg80Mo Abo AdsE9(39d]EMO MA8QHB VSM Ij—EdnZ9EO J(30ME@ Qd9, oboEMAobMOs 
MSMGS GRBGM Aq G9 woobHMgLgdqQemos 493083490" d3gqgmo bobodegmm 
LGoammom, MMIgma’3 MaMJdob asdfMomons (3mybsmo BMow@n(300e@ob. 
AmbLybgd0do LodsMos Lery{nsmyM Eo AgbozsemyH 8Mm(3gbgdb] M0bsI9jgeEM%M39 
bar cggemm ngddo. yyMsemges gmdImds IMogombInsba Lodegmab d3gcm 
LGomosb sz03d0MJdq~m 8MoJGogob, LOsgmgdob BoMe@ godImE@nmydody 
CdYyMEbmdnom. d3qma LAomab Ag7bLGs3gmob AmBago(309, obg39, GMaAMM(3 Imd- 
E_QMeEgdab AgbogomyAMa Ed OEgMEMan Ma LyM3gamgdn asobomsdgdye0o 
LoZs@mabbg0 3ymbom. goM@eo sdobs, gobba~mymns 09 L&amab LEsgemgdob 
Logamba, GmIAgmaA’Z 0% FIMbgqg89 WsbogemyM odMHmgbgdob. 


JANIKA ORAS 
ESTONIA 


Senior Researcher at the Estonian Folklore Ar- 
chives of Estonian Literature Museum. Teaches 
traditional singing at the Estonian Academy of 
Music and Theatre and the University of Tartu 
Viljandi Culture Academy. Her fields of research 
are the performance and performers of Estonian 
and Seto traditional songs, as well as the history of 
folklore collection. 


BETWEEN CONTINUITY AND REVIVAL: 
SOCIAL AND MUSICAL PROCESSES IN 
CONTEMPORARY SETO LEELO SINGING 
TRADITION 


The Seto multipart singing tradition of South-East 
Estonia, Seto leelo, belongs to the Balto-Finnic 
runo song tradition and has been transmitted mainly 
orally until today. Nowadays the continuity of the 
tradition is safeguarded by /ee/o-choirs (groups of 
about ten members), as well as by institutions in 
the Seto community. Lee/o is an important marker 
of Seto national identity. The acknowledgment of 
leelo as national oral legacy highlights the great 
ideological and emotional importance of oral song 
transmission, i.e. learning from older family or choir 
members. From the other side, acquiring songs 
“the traditional way” is not entirely relevant in the 
present day: the orally transmitted repertoire con- 
tinuously diminishes, and the younger generation is 
interested in the more “exotic” older singing style, 
which has almost disappeared in contemporary 
oral tradition. 

In my paper, I will introduce the social and musical 
processes in the contemporary Seto leelo commu- 
nity. Special attention will be paid to the ideas and 
practices connected to the older style of multipart 
singing, relying on my personal experience of 
singing and teaching. The characteristics of this 
style are the multipart singing in the specific one- 
three-semitone scale (introduced in the previous 
conferences by Zanna Partlas), a specific rhythm 
and timbre. I will analyse the motivations held 
by the singers with different social and musical 
backgrounds for learning the older style. I will 
also discuss problems in teaching the style, which 
doesn’t coincide with Western musical thinking. 
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omdambob gmmgxoab (serdomba, doRagsbo) dgbogab 34meagbmGo wes boaybom 
Lofdnsbmdob bgmddmgsbgen. oMab Rozogmdo 2008 Bgemb Ig4dboema Jomarxyeno 
IMdZa~MbInsbJmbob AgZdILMymMgdgmo sbbLodd~@ ,o~ombab* bamMddm3sbgemo. 
2005-2006 Bergddo aym gy4mdMonGab b&o3g6eE06Go Mda~mabo bobgmdboym 
BMbLAMZ9GmMMosdo. godmggdqema ofgb BsdGmIgd0 bombym Agbajgoby ws 
gJoMaggma 3md3mbaGmMQd0b GsbsGMdmgdgd0 Bom ~AbsMenbs ws gMbLmbgob 
39093 9d emmdgdm0b gMamoe. 


LOSTERM LNILIGMNL 399MIIEISS NESIMBINGIMIAN IBmdbMBINMSNL 
BdL93NNISMISNOL 


3g93M0 Agg6g060 MOL GoJGqMow gGdbmdb, Ged Logo 3qmE&qMob dobo ®Moe0(30- 
ama bodmgMgdab IgbMyeEmgdom nzqmgbs@ 30g9dm. Ra ngyMse IggMgeo 
AMsEngoqema IMoZ0embInsbo LodmgMgdab AgbobMympdms gaggbdoMgdo gb 
202,909 asggdboMGma Logo ImMAM_Megdbs ws ILIVZH|E™|dL. dogMsd Bodbsgb jo 
gb odob, md Logo 3qmBqmob Lodegmadob IgbMyemgdom A3Z76 03. GmdoGeyMoe 
Aggdengda 09 ByG@QGob goaqdsb? ofbgd Logo qaRMm Abadgb6ge~mmgo6o Momo(3 
A3ZMRQdo YAMoEmrgoob Bo~mdo? AmbbLybAdo agmg0dmdb axybeymo Lodmgmab 
Ada GAMA YM yen JaMdomdgemmdab asbgamoMgoab HoMmb comm IoenGen6 
d6VGabL JagM Rodmysemdgdyenn o6GH IM ZqQemByAM eno IaMdbrmdgemmedab gobgoms- 
Mgd0b dmegenab (DMIS) asdmygbgdom. gb Imagen ombgMb o6GqM3yjerGyMyemo 
BmeEbab 9743b BGmgMgbyem JGo8b, 3-7emG qm ge 306b6393939db] vpomab mfdawsb 
06 019349353980@S6 AL ayxmMdbj~@{gm@mdsdeag MmdIgmn(’3 seEsdsGHaMgdqjmos Logo 
BIMBVAQdaL Ggommdgdo06 Es sbegdb Jom obSyaMo Qoob s~sdnsbob 4(3930d0 
IMsg{o—MZQMBQM Em asG%QImda Jomo wggngboe Bwybd(gambomMgdob Inbbam. 
DMIS dmegmo godmaygbgdo ImImgMoma Yay@gdab LEsgmoab 3%m(3gbdo, 
AgbLagob LEsgmab 8Mm3gbbq ~:og30MZgQdabo ws Lbgo Lsbbo3emm g038m(3~@am~Mgd0- 
Lomgab, Momo aybeaob bymddmgo6gmgdb Jobosgsbmb bsdng-bsdagyo do~eamde 


AMAM|MSEM K%34Q39ddO BQ_mBQmob goagdabs eo AgbagomyMa go98m3e@amgd0b 
gZobgamsMgdabagob. 
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CLAYTON PARR 
USA 


Professor of Music and Director of Choral Activi- 
ties at Albion College, Albion, Michigan. Also leads 
Ensemble Alioni, a Chicago-based ensemble founded 
in 2008 and dedicated to performing Georgian poly- 
phonic song. Was a Fulbright scholar at the Tbilisi State 
Conservatoire in 2005-2006. He has also published 
editions of folk music and compositions by Georgian 
composers, with both Hal Leonard and earthsongs 
publishing companies. 


A FRAMEWORK FOR USING CHORAL SING- 
ING TO DEVELOP INTERCULTURAL SENSI- 
TIVITY 


Many of us instinctively feel that we understand 
another culture better by singing its traditional songs. 
Gathering in groups to sing traditional polyphonic 
song shares this understanding with other singers as 
well as with audiences. But does it necessarily follow 
that just because we sing another culture’s songs, we 
automatically understand that culture? How do we 
know what else of importance we may be missing? This 
paper will suggest a framework for the development 
of cultural sensitivity through choral singing, using 
the Developmental Model of Intercultural Sensitivity 
(DMIS) first articulated by Dr. Milton Bennett. This 
model describes six progressive stages of intercultural 
awareness, starting from denial or defensiveness about 
cultural differences, and leading toward a worldview 
that adapts to the realities of other cultures, integrating 
them into one’s own behavior to function effectively in 
multiple cultural environments. The DMIS model will 
be applied to the learning process in singing groups, 
looking at the musical learning process and other learn- 
ing experiences, to suggest a step-by-step approach that 
leaders can use to develop cultural understanding as 
well as musical proficiency with their singing groups. 
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gL&mbgaab dybagabs Es MgoGMab sgo~@gdoab Igbagmenmganb asbymeRomydab 
4RBMmba 49(360gM-Iqds30. CondsEs 3g 8gMdqMAdo. 1992 BgeEb 8g8qMdqManb 
MOdL30-gmMbogmgab bobgmdbagm gmbgM{geGHmMasdo w-sa(330 bLoemgs®mHm 
EabAMBs300 Mybymo bomb qaMa Lodmgmgdab SgGqGmMymMboSbq (Hybyem- 
dgmmMabye@moa bobodm3Hm Bmemab bofmMbaemm bodmgM|dby woyMebmdnm). 
1992 Berapob (36mgGmdb Goermnbdo (gbGmbgm0). 1990-ns60 Bemgdob dys bob9- 
dn@36 dabo badq3bagMm 3gm~g3g9d0b moagd Gos bagmb (bodbMgm-smdImbogmgn 
gh@mbgaab) IMogoembdnsb Lad~gMab GMoen(3os. dabo 3gmg30m0 sGmgJ@goo 
daMoms@se@ gbgdo sboemoGo34% Ioweamdgdb HMo@oygo0ym Igbozsdo wo 
AMsEnQZoqemo AMsgoembInsba LadmgMab Bmase agmMoyeE bs3ombydb. 


IM3IISNL AMMRMBILN 8M93ST°bINSEN LNILIMISN 40 BLOL 9IINII: 
1970 Sd 2010-NSEN BLISNL AMdBOTSNANBNSEN 45696B9MISNL JDILOMISS 


Amdo Ed gMbas AMM EMZIM|d0 BagZ~yMZbgd006 BobmM-jQamMyge boembydb, 
MMAQMMI(?3 9430 IMogoembdasbo LadmgMab I~eo~wsMn BMs~@a(309. ImMMemgq7~mmMs 
LadmgMgdab y3ggmsb) weaw@a bob6M8Br gmengdios oMab bogmerso mooMyobob 
dog 1981-1988 B6-do asdm3gdqena Lod GmIgg{ma — ,AMMemgaqmo bomb yma 
AbogomyGo bae~mmgbgdab dgaemgdn*. gb asdm(3gds sgMornsbgab, “Age gLbaemse, 
domsMgZab6ob dng 1970-a56 Bemgdda IMogo~mbamagnsbo Igmm@an RobgoMa~m 
Ladmgmgob. 40 Emab 39de93, ghAmbgaob Agbagabs ws MgoGMab sgow@gdanbs 
Ed ImMGemgob (LoMobbyo) bob. —qYagqMbLaG®gGob gGamdemagds gdb3gen(309d 
AmMgIQdabs Ws AMBagdabL Leogye~gddo, dom ImMab oJ, boe@o(3 dm03Hj0bds BooGoMs 
gdb8ge@0(308, IMogoe~mdbag~magosbo Agnme@nM RsbyMs IMogoembInsba LadmgMgoo. 
BsdHmdIo 2010-n56 Bemgddo RobgGama Amygdgdab LodmgMgd0 Jg~@sMgd~yemno 
Bagmemso SmosGgzobab asdmggdqem BmBgdmb. Agw@oM|dsd agoRgg6o (33cm0- 
M™Mgd7b0 MHmgmMH’3 IMogoembInsba Bndqdgdob IgbMym~gdsdo, abg bLodegmgdob 


Abogomam Laoedo. 


ZANNA PARTLAS 
ESTONIA 


Senior researcher at the Estonian Academy of Music 
and Theatre (the Department of Musicology). Was 
born in St. Petersburg (Leningrad), Russia (former 
USSR). In 1992, defended a doctoral thesis on het- 
erophony in Russian folk songs (based on the wed- 
ding songs of the Russian-Belarussian borderland) 
at the Rimski-Korsakov State Conservatory, St. 
Petersburg. Since 1992, lives in Tallinn (Estonia). 
From the mid-1990s, her research interests have 
concentrated on the multipart song tradition of the 
Seto (Southeast Estonia). Research projects mostly 
deal with analytical approaches to traditional music 
and general theoretical questions of traditional 
multipart singing. 


THE MOKSHA MORDOVIAN MULTIPART 
SONGS 40 YEARS LATER: THE COMPARISON 
OF THE MULTITRACK RECORDINGS MADE 
IN 1970S AND 2010S 


The Moksha and Erzya Mordvins are Finno-Ugric 
peoples who have a rich tradition of multipart singing. 
The biggest collections of the musical transcriptions 
of the Mordovian songs are three volumes of The 
Monuments of Mordovian Folk Music ITamamunuxu 
MOpOO6CKOZO HAPOOHOZO MY3bIKAIbHOZO UCKYCCm6a) 
published by Nikolai Boyarkin in 1981-1988. This 
publication is mostly comprised of songs which 
were recorded using a multitrack recording method 
by Boyarkin in the 1970s. Forty years later, joint 
expeditions of the Estonian Academy of Music and 
Theatre, Tallinn, and Mordovian State University, 
Saransk, made multitrack recordings of multipart 
songs in many Moksha and Erzya villages, includ- 
ing those where Boyarkin conducted his fieldwork. 


In this paper I will compare the sound recordings 
of the Moksha songs made in 2010s with the scores 
published by Nikolai Boyarkin. The comparison 
reveals changes in the way of multipart singing and 
the musical style of the songs. 
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BMozmgab osggemmbab qbogqQMba®yGBob sberyaMgdqema IGmggbmmMa. Jobo doManseo 
b8d9(3609Mm ObGA7MgLOS A3MMdYQeEnn Ws sIQMAgWVEnA AybagoemMa (36mMgMQdOb Le(3amenm- 
BOM L5 ZAMBQM emo ob3gJGgd0. Iqdomdb sms qmoMye Iqbagobosb eoszo3daMgoye 


BAMA H dbo Eo Lobbo3gmm ByMbgdbyQ. CanbGH MAbLgdqQemns AqbozoemyAMa jZqye~mBymob 
od Mababs Eo gmbmbab gowoz3gQmab Logambgdom. obGgbbLoyMow dggwogh bodMmdgdb, 


Aogocmnnse, SmMdgdab Aqbajzoby ggMmdye 3-4em@yqMsdo (6mLAmbo, 2013). Im8mgqdqer0 
ogb IMog0emn LogMmsdmMabm LGodIgb@os Cs gMsbSo. 


SMALNBMENS 079 SMNNBVMENIEN 93IIGN? 8M93d9°b6I9NSEN LNILIMd V5 3M3 IDLNIS 


BMMNWMBES SHS J6MeEAME 3oMZs@ 93 30EM JOYE, SMS9NKG oEMgbse J6ndZ6gemmg3060 
AbogmemaanMoa (36gds0: MmgamH3 Bgho, Job 03309396 8Mmay3ghoy~m Aghbozobosb jo- 
3dnMdo 96 GmamhH3 bombaMa IMoJGagab gobyymagen bboemb. Msdegbs~@ Jgbsdengdg- 
M8 IMs3Z0—MbdnsbMd9b_ IMdqMoMyE Bnbogobasb 393d0Gda gnboqAdMmm? ,dan@~dab“ 
Ladmghgdda IMogambdnsbmdab asobsemodgdobob, ombyd yrMesbos IMogoembInsbmdob 
93H CobogemyMa 8mM3 Iqbozob Gosmdo gobobam@mgl (mdo~@abo, 2006). Agdo Jggombges: 
MdIE bse g3043b boJdg IMogZo~mbdnsbmdsbasb sMbMdMng0@, My gh IMogo~mbdnsbm- 
dab LAg76AMA BodbLgogbgd09? bdoms AmdMomdab 3mMbFMsdIqbJ®b Bmaagman LH mos 
Z09MMa3bo3b, BmgZagMar0 30 LHQemymgaRn~ IMsgoembIns6md9b]q Jaqmamgab. Jogo~mamoe@ 
Amygobaga Gogh SMaGobyemo Kaqgab ,,faobob“ 2 3mdImbai309: ,dmM3gd-jMa Mogbe@dab“ 
Ed ,FabsbLbsMdgHyggemab LodegMab“ asobsemnbgdom, ao30d449d SmgngMan IMogoembIs6 
GgQLAIG® Mob GHoJEmemangMa dJambygqdob (dog. ggm8emg bab) gsdmygbgdom. Iegbo3zob, 
dagMobs Co LIG6s@Mdsh ImmMab yogdaMgdn, 96939; AddyoMQdyenno, Jogs~momee, J98ocmab 
gobMabs ws Logommmdmadab 6n87dgd0m0(3. 094,39M9—, b8dIMMdIL mM dnbsbo o4gb: gMao 
db6Hng, ab g6gdo IMsgoembdnsbmoob (36 QM IMogommbdasbmdnb 93gq4GJob) Imsqemomyjen 
Abogoda, IgmMHQq IbMag 30, gobnba~ogb AMsgoe~mbdnsbmdab Hmemb ws, oMnds@, dab 
AMBdgoeb Msbs99EMMgZ9 AqbLogsmyM By qjModo. 
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ANNA G. PIOTROWSKA 
POLAND 


Associate Professor at the Institute of Musicology of the 
Jagiellonian University in Krakow. Mainly interested 
in sociological and cultural aspects of European and 
American musical life. Works on projects and teaches 
courses connected with popular music. Interested in 
the issues at the intersection of musical culture and 
concepts of race and ethnicity; publishes extensively, 
e. g. Gypsy Music in European Culture (Boston 2013). 
One of her Polish books won a prestigious award by 
the Polish Historical Association (2011). Has been the 
recipient of many international fellowships and grants. 


POLYPHONY OR POLYPHONIC EFFECT? MULTI- 
PART SINGING AND POP MUSIC 

Polyphony is not only a well-established, but also a 
very highly respected musicological notion: hence, it 
is usually researched in relation to artistic music, or as 
a part and parcel of folk practice. In my paper I would 
like to pose the question: can we talk about polyphony 
in relation to popular music? Joseph Jordania seems in 
favour of discussing polyphony in the realm of Western 
pop music when he is analyzing polyphony in songs by 
the Beatles (Who Asked the First Question, Tbilisi 2006: 
277-289). But I would like to ponder whether we are 
really dealing with polyphony per se or rather with aural 
solutions that resemble polyphony. While some basic 
elements of counterpoint in voice-leading in several 
pop songs can be easily deducted, others talk about full 
blown polyphonic counterpoint, giving as examples 
compositions by the British band Queen. By analyzing 
their renowned “Bohemian Rhapsody” and “Prophet’s 
Song” (both from the A Night at the Opera album of 
1975) I will, however, shed some light on polyphonic 
textures as the results of technological advancements 
(e.g. the use of Echoplex). The connections between 
music, sound, and aurality in pop music will be also 
supported by examples from other genres, including 
metal music or shants. The purpose of the paper is thus 
twofold: on the one hand it is concerned with polyphony 
(or rather polyphonic effects) in the realm of popular 
music, while on the other hand it is concerned with the 
role of polyphony in contemporary musical culture, 
and — indirectly — with its future. 
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8m dbbsbob (Smermbgorn) 99d da33938aL boggMbog Gob Iqbogmemagoob 
OLGG® Gob obobGy68 8GmgyqbmMo. dobo bodg36agMm obG \MgbLob bygMme 
4999(36g30M0 AgbLagmemans, s@sdosbob Agbogoe~mdab sommmangma ByoMegdn, 
Agbagab RBbofmemans CEs Agbagmemaoab Igamememgas. sMob mHa boabob: 
AgbagoemyHo <boggMboenngdo (8mB6s60, 2007) ws Arbosemdab obbGo4Go; Iqbo- 
B2gQMo ®mboemmdab ggmeqgaqMHn GsGImImdab 36(3993(309 (8mb6960, 2015); 
Ed IMdZ9e~m0 LAs:Goob ogGmMa. 3309390do IodoMaogb abgm o30e@gd0qM cob(30- 
8ennbygdb, GmamMa3zoo d7dgq(36gdam0 Ag(3bagMgQos, HN3gmEm4jQ30\H BbLojmemans wo 
SIMAQMH QM sheaMmimenmane. 


BSMANSBMENS, AM3BMMAGC SQoIgN6Nb LEIGNBNZIMN BDESSOTIEN BMBNIES 


AMogoma sMosesdosbyHn Lobgmdo Iegmab gMmoe, Mobs(3 s~@sdosbyd0 bdoMse 
8MMWMBASE 9~MnJ3Z0996. VIZ, SmMErMeEMmnbe|gma 33093900 33083969096, 
4d Ierdagdo Mogab, se@sdosbobgo6 gsbbb3039dqem Logbsemgddg oagoyer LoImgMsb 
(36096. gb Badbogb, md BAMZ~e~mo Lab SHgdab JaeEMgjamgdgd0~@sb asdmd~@nbomMg, 
Logomsbbge Lobgmds 993394 sgh S039 Logbombgo Igmdbmdos%q. bsdMmdab 
dobsboo, ag0f3796mbL, Gmd se@sdosbab dogM Imemogmbaab 78—m(36md9, se@sdosbabagoab 
Eddsbobosmgdgem ooMydbo3 ARwWdbgds. Dogomamse, Igmmenab smbsJdgmore 
Dod ZHgErMgA 06a HmbsemyMn agMsMJns, M(3, LogoMoqeme, Idmenme swsdnsbyMHa 
Aqbagabagabss I6odZ6ge~mg96o. a~my bas ,,LoImgMab I7Gyggemgoo" a30f39690b, Mmd 
AMbsemyMa agMoMJos Ag76do bgMZqemds LabGJd0d Jgademgds AgGygqmgdobo(3 30 
BnsgyMgOeb. gh sdysMQdb oB8Mb, Gmd Agmmeoos yBMHm AgoHoemHn yg6mI96n0, 
30M] ogbBagqMo. gnbsa~sb, BMmMng\Mbos J7RqQdbgAdo QMHEMMAMs@ smJdqm 
AQ7emMeEagdb, 8mmagmbayMa wEsd-yjdogZqQd0 dagMab Ladsmmob agMsMJaob smnsMgdob 
LogaMmgdb. dodobow@s9g, 8mmagmbos qo@s g930gMH, MmamH(’3 se@sdosbobagab 
Eddsbobosmgdgmo A_ZbBoemMHoa |B_bMAQbO. dogMosd adob godm, MHmd BMHnds8gJob 
AgQdemos sM04Z06 8MGagZn Igemengdab mAGogqMa ggg0gomJ6Ga, Igbodengdgemno, 
SEsdosbyMo ybsM9dob ggmema(3nd 3005d6y39G0 oMIMAbENL adab smasMgdsda, md 
BMMQ\Mbnd 8MIM Losagb6bod@qJ ~n~n bbam seEM) ashb~s. 


PIOTR PODLIPNIAK 
POLAND 


Assistant professor at the Institute of Musicology of 
Adam Mickiewicz University in Poznan, Poland. His 
main areas of interest are cognitive musicology, the 
biological sources of human musicality, psychology 
of music, and methodology of musicology. Author of 
two books: Uniwersalia muzyczne [Musical universals] 
(Poznan, 2007) and Jnstynkt tonalny. Koncepcja ewolu- 
cyjnego pochodzenia tonalnosci muzycznej [Tonality 
Instinct: The Concept behind the Evolutionary Origin 
of Musical Tonality] (Poznan, 2015), and numerous 
articles. In his musicological research, he refers to such 
academic disciplines as cognitive science, evolutionary 
psychology and cultural anthropology. 


POLYPHONY AS A HUMAN-SPECIFIC MENTAL 
PHENOMENON 


Many non-human species sing together. From a hu- 
man perspective, such singing is often experienced 
as polyphony that resembles human music. However, 
recent studies indicate that starlings recognize their 
songs based on different cues than humans. This means 
that different species are sensitive to species-specific 
acoustic cues. The aim of this presentation is to indicate 
that the recognition of polyphony by humans is based 
on human-specific abilities. For example, one of the 
important parts of our experience of melody is tonal hi- 
erarchy. This hierarchy is crucial for pitch syntax, which 
is most probably a specific feature of only human music. 
Moreover, the “speech to song” illusion suggests that 
this hierarchy can be attributed to our nervous system, 
even to speech, which supports the claim that melody 
is a mental phenomenon. As polyphony is based on the 
recognition of simultaneously experienced melodies, 
the processing of polyphony necessitates the recogni- 
tion of pitch hierarchy. Therefore, polyphony should be 
understood as a human-specific mental phenomenon. 
Nonetheless, because primates are able to recognize 
octave equivalence in simple melodies, it is probable 
that the evolution of human abilities that are crucial for 
the recognition of polyphony started before the appear- 
ance of Homo sapiens. 
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gnbmdqbogmemmaoab em{GmmMa, Igmaqmbab qbagqMboa®y Bob gmbbyM3omMoab 
8g(3609M-MobsdIIMmdgema. gnbmdgbogmemannMo asbomm|ds donm~m boJoo- 
ggcomdo. 1993 Bmaw@sb aym mdomababl bsbgmdbagm gmbbyMgoGQmMoab 3%mg9- 
Loo. 36mgMmdb o3b8Momoasdo 1995 Bemae@sb. 1984 Bymb weonbym GMow@a(30je~m0 
IMsgoembInsbmdab 3mby_{Mgb3ngdob mMasbodqdo LofoMaggmmdo. oMab mdnmo- 
Lab bobgmdbagm ymbbymgsQmMoob BMoeog3oyemo IMogombdosbmdab ygmg30b 
LogMmsdmMobm (396@Mab ghia-giinn wsdssMbygdgmo eo qW3bmgmab dsoyHmb 
bamIdmgsbymo. ogGmMHas sbbqJ IgGo dMmIabs obamobyjM, AMosbavyer, gb3obym, 
064M, IMMBNQomoyM, AabyG, oModgen, sqmasMam, Gybye Cs Joma 
9690%]. 2009 Baemb dagbags 3y790m yma3qdob 3G0do. 


LOSBNNIAN V9 AMBNNIMN INIIIESISN 9Md39°Nb6INDE BSIGIMSAN: 
NLOMGENINN OL8IIGN 


AnbEd g99M3H]3o ImbodMgd0, Hd Bgbagab Iqdswag6gero gengdgQ6Gqd0 domosb 
ZobbLbgo3g9dqemo@ 04(393006 abGmMagqm IHm3gghdo. Bman o33m~mgd9 s@gam@moe, 
Dogo yo Lom39H% LAosdnmyMmdob ofgbb. gHioo Bxym&qMo~wsb AgmMgdo Igbozoer- 
NH SMBJBodJGgoob aogMggengoob Msd~gb6dq Jgdeabygg3obs ws ggmaMogoyjmoe 
yggmodg obmmoMgdqjma MQ,ambgd0b AgbogomayMHa GMosea3ogdob Igbbsge09 
CodyMEbMdom J939(3@9d0, BodMZ9MRaM sEZamosE (3ZomMgId9~0 ~o L&sda~mMo 
AqbogomyMGa gegdqg6Ggd0. dargoyenns mMHa ~ob336o: (1) Bmaow@se, IMogoebdo- 
60 AgbLago 7RMmM LAsdam~mMns, 30~EM] gMabdosba. Mog0~eE AMogom™mbInsb 3q~- 
G™M9d03 30 Ob 63s, GmAgma’y grengJGoqMoe od—rgM do, 9Q36m- LeodamyMn», 
30E%] Lem@mabGab dog AghMHyem|dqjero bdo; (2) AMsgo~@bdns6 GMow@ay3osdo go 
y3gmody Cae LAsdnmyMmdob ofgbg6 bAgdab ggAMBngsemyaMa geomMnbs syns, wo 
AMsgombdnsbBmdab Gas. 09 Logambmsb wszogdoMgdyenn Aggbmob dabsb3emdo 
Dobos Dodenggh Logydggmb wogoby36s, GMI o~@edosbab 80Mggemo~@0 Lobod- 
MIME FHMseayno ayo CnbsHg-gyemByMqemo Imgemgbs, GmIgema’3 gyMEGomdmeas 
CabmbsbbLy® (b53-76—-4H) bImg{gobgdob. 59 qdggemgbo HMoseac3oab gg0~mo emgdey 
IgIMMA Gag Bugemoamb Hsd~@g60dq, 4399] RGM aQmaMogoyemse obmemo- 
Mgjoyen, MJaombdo. 
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AUSTRALIA/GEORGIA 


Doctor of Musicology, Honorary Fellow at the Mel- 
bourne Conservatorium of Music, University of Mel- 
bourne. Educated as an ethnomusicologist in Georgia. 
From 1993, Professor at Tbilisi State Conservatoire. 
Citizen of Australia and Georgia, has lived in Australia 
since 1995. 

In 1984, started organizing an ongoing series of con- 
ferences and symposia on traditional polyphony at the 
Tbilisi State Conservatoire. He is the Founding Member 
and the Head of the Foreign Bureau of the International 
Research Center for Traditional Polyphony at Tbilisi 
State Conservatoire. Author of more than a hundred 
published works in English, French, Spanish, Finnish, 
Portuguese, Chinese, Arabic, Bulgarian, Russian and 
Georgian, including several monograph studies on 
traditional polyphony and human-animal relationship. 
In 2009, was awarded the Fumio Koizumi Prize in 
Ethnomusicology. 


STABLE AND MOBILE ELEMENTS OF POLY- 
PHONIC TEXTURE: HISTORICAL ASPECT 


I propose that various elements of music behave 

very differently in the historical process. Some might 
change very easily, and others can be extremely sta- 
ble. Based on the study of several historical cases of 
spreading musical artifacts from one culture to other 
cultures on the one hand, and the study of musical 
traditions of the most geographically isolated regions 
of the world on the other hand, I will try to distinguish 
relatively unstable and more stable elements. Two 
conclusions are reached: (1) generally, polyphonic 
music has more stable elements than monophonic 
music. Even in a polyphonic texture, the voice that is 
sung by a group is more stable than the parts sung by 
soloists; (2) the most stable elements of the polyphon- 
ic styles are the vertical coordination of pitches and 
type of polyphony. The currently available material 
on the subject enables me to propose that the primary 
musical practice of early humans was a pre-cultural 
phenomenon, and was based on dissonant intervals. 
The remnants of this ancient tradition are still surviv- 
ing in several isolated regions of the world. 
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mdamabab bobgmdbagm gmbbyMgo0GmMoab FHMs@ayoymo IMogombdosbmdob 
33093Ob LogGmsdmmGoabe (3968Mab bL3q3osmobGo; goemmdab bogqMba®g Gobo 
Ed sbboddm Mabosgob Low’masomgdoborsb qyMongmMamdnb I76gx%gM0. Jobo bo- 
8g36a9MM OEFQMQLAL Lagghms JoMargm Ed AVZwMdgE AgbogomaM g~yymBsyMgob 
ImmMab qMangMnjogdaMgdabs wEs YMHangMndgegoab bLogambgdo. 


DMTIILN SHOLNGCNILNN GI8B 21-I LSIIENL DOMOTILN 3N6IGSGMBMSBNSIN 


21-9 bogqbgdo, GMB Msbsdg@Mngg JoMagqemn {ym qjMo abbMogzob oe- 
BOM E5N9330@HMbL ALR jZqQmEyMym IMogomagMmgbgdsdo. Jomaxyemo 
baemmgbgd0b Lbgs@sbbgs ~oMado, doo ImmMab, ynbgIsGmaMognsdo gMmgZbqjemo 
AEVEGMdob godmbobsHoZ0@ osfJGoayqMoe IndoMam3;76 GMoseai3oyeno Abs HyMxyemo 
odMmgbgd0b ymMIQdb. 

08 BMMBQdn@E JoMay{E Agbogobs Wo (393300 DodbodsmyAMoeos 93°jdQe0M- 
daemon oEQEGMdab ge~mgdq6Go, Gab g9dm(3 LEmMg@ Jom obaggadg6 8oMoGgbmdob 
goMa geno gobmb sbo~@ 60d7d98d0. 

AmbLAbAdSS gdmgZbgQdo GMosengaqmo (39330b Gmemb 49-20 boy3q6ob 80-90-os60 
Bengdab sdbob3g9e msbsdgeMng9 JoMaymn gamdgdab OMsdsSqyMansdo, bows(3 
(39332. MHMAMHEY grgdGhogMa “6mdogMab 6y398) Boder(3eeamgds, EMM asb- 
Dedag~gdgodob asosggqgnab j3-qemdnbsyaqjMn BAMBama begds. ab, FAnEMmymse, 
80MMZbQdab9 Ws QMab MogabyQemgdob Laddmemess EsdaQMayeo. GHMosea3aqjemo 
(3933° 99 Bomdgdob ymd8engqbyMa gabmgbob Ibadzb6ge~mmgo6o gmgdgGG0 begds. 
odsdo, gan dbMHng, mogb oRgbb, 6. Jgbagmonob gawd gerabmb (1928) &Msen(309, 
AmMImMAL EM3dSG-}MZ0 ,QJLIMgbayeo Inbadomn ddan asbbmMyagmgdqero (3937 
Bob aw@gsdge oagdymo wo gMmgZbyjE~o AbgMannb asdmdbsGH3Zqem00, IgmMy dbMng 
30 gh oGab dgbobgo-gobsbergdob Logombab ofS yomods305 oboe ghangga3496 oy 
OHgJomemmanyMG 8oGmdgddo. 
AmbLAbASSda gobba~r{ma BamMd|dA BMogo~ma jobMdMmebab JgLBsg~mab boasbo 
Zodb@sMs, dsgMsd gnomdgbagmemgagMn 3ymban gb bogombab IgL6s3eab 
80M3ZIC™MO (300. 


BAIA ZHUZHUNADZE 
GEORGIA 


Specialist at the International Research Center for 
Traditional Polyphony of Tbilisi State Conservatoire. 
PR manager at the University for Chant and ensemble 
Rustavi. Her scholarly interest is focused on the 
interrelation and interaction between Georgian and 
adjacent musical cultures. 


GEORGIAN TRADITIONAL DANCE IN 
GEORGIAN CINEMATOGRAPHY OF THE 
21ST CENTURY 


In the 21st century, Georgian culture aspires to find 
its place in the world’s cultural diversity. In different 
fields of Georgian art, including cinematography, 
artists actively refer to traditional artistic forms of 
thinking to express national identity. 

Of these forms, the element of identity is most ac- 
cumulated in music and dance. Therefore, these two 
artforms are frequently employed in new Georgian 
films. 

This paper deals with the role of traditional dance in 
the dramaturgy of modern Georgian films, reflecting 
the reality of the 1980s—1990s. Here, dance as an 
uninterrupted experience of collective conscious- 
ness becomes the pinnacle for the intersection of 
time dimensions. At the same time, it is interpreted 
as a symbol of personal and national independence. 
Traditional dance is a significant element of the com- 
plex language of these films. On the one hand, here 
is the tradition of N. Shengelaia’s film Eliso (1928), 
the dramaturgy of which, realized with “expressive 
minimalism,” is based on the idea of dance and 
expresses national energy. On the other hand, this 
is actualization of preservation-renovation the issue 
under new esthetical or technological conditions. 
The films discussed here have been the subject 
of study for many cinema experts, but they have 
never been researched from an ethnomusicological 
standpoint. This paper is the first attempt to address 
this issue. 
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AgLa3mMEmanal eEmAGmMob (habil), I4maxghmMHa. maGgab Agbozob wo ogo- 
Mab szoe@gdoab gnbmdsbagmemanab gobymaRamgdab qa3Mmbo. by GoM 8obgb 
AqVALMQEmQdgeEmo Ka Qgab GMb 3989H0Mb] AMAM|QMsem~ma Es bamMIdMRZs6ge@0. 
dobo bo9q(36agHM 3gemggZ0b Logoboo: Ly SoMBabgb, 93Mm3qjemo AMogoembInsbmdo, 


AMsengoqeno LoImgMs msbsdj9eEMM3Z9 Bg_mMByModo, gnbm-mnbagobHogo. 


IMEMNBMEIMN IDAMRNISNL NNVSBNS LNG3IM SMSQNGNIL 8M939°b69NSE 
NELSMIIIESIN IILNOAN: 6MGNKHISS Vd 389HNL 9QdIS 


RoMGame (3Gmda~m m8Go3q7% omybagdms6 (Es m8Go3q7% boemmgb6gdob-o6) 
JHE, SMLIdMdL dagMoan (o3qbGa34yMa) ~m~7dgQd0, Jogamonoe@, (@boJmeom- 
g00b EmJ®mMGab wnsbs eEmohab omdmBgbaewa) ,ImAg_76gdamn (3968 mdyM0) 
L08y¥3980%, 068 mdMo Agemme@ngdo%, wo 9.d. Agbod~rms, BmangMan Im3emgbab 
06 dgqmamn ommbagdab 8mgb6o qd3gqemgb emG3yH BMoseaygaqjm IMogombdo- 
Gmdodo. o3GMGab o6GgMGgbob boasba Gob ragai horn-bs (bob boy30%b9) ws 
bgqe@gbos0bg (IMsgae@mmgMosbo LomodyGn) AgbMym|dyea moGy3qAMa IMo- 
Z0ebdosbo obLGM7I7Gqemo Agbogs. gh ymdIBmMBa3agd0 Jgagogh Lbgoe@obb3o 
GBIQe~ RMMIgmsdy sbymdo~m, mbmMIsGm3yM baGy39dd9 (,G0-Go Boy 
80-G99GHs ¥TG-DH JO-H-GH™ v' DH TO D's v'-VO-Go- Go gb-Go-Go-Go" os 
L63). mogqdbgd4yem 5-7 dagMnsb gemobGyMb. greg Gamo IghMymgpdab eMmb 
MGBIQMo BMGIQM|d0 Rolbyemos IMogombdnsb LAM yJGyModo, MmMIgemA’3 
JdyoMQdS GMIBEMAIFEH SME GHGBIQE QMMAQm|db. 038MMIs Jgodhbos, Mmd 
08 IMogambdosbo AgbLagab AmLIg7bobsL Bmagygh IjzogQome obdob omMoMbydqjemo 
AMEMEmbayMa Ag~mmengdo. BmaggM, LogmbyqmGm BobsbgMab ImbIgbaboL, 
Agbagmbgdo 39% (36mMdg6 Mogabagg JgbMyjmgdqe ymd3mbagasb. of wCagdo 
096099e@MM39 ILIV6gmab om{dab AgJsbo%Bdob bszonbo. 
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DAIVA 


RACIUNAITE-VYCINIENE 
LITHUANIA 


PhD (habil.) of Musicology, Professor. The head of 
the Department of Ethnomusicology at the Lithuanian 
Academy of Music and Theatre. The author of several 
books and numerous scientific articles. The singer and 
leader of sutartinés performering group Trys keturiose. 
Scientific interests: sutartinés; European polyphony; 
traditional singing in contemporary culture; ethno 
linguistics; world-view. 


ILLUSION OF MONOPHONIC MELODIES IN 
LITHUANIAN TRADITIONAL INSTRUMEN- 
TAL POLYPHONIC MUSIC COMPOSITIONS: 
NOTATION AND PERCEPTION OF SOUND 


Along with the widely known optical illusions (and Op 
art), there are sonic (acoustic) illusions, for example, 
“phantom words” (discovered by Diana Deutsch, pro- 
fessor of Psychology), “phantom melodies,” etc. It is 
possible that some phenomena of sound illusions can 
be found in ancient Lithuanian traditional polyphony. 
The author is interested in Lithuanian instrumen- 
tal polyphonic music, performed on sets of ragai 
“horns” (wooden trumpets) and skuduciai (multi-part 
whistles). These compositions include a cluster of S—7 
sounds, laid out in various rhythmic formulas and 
based on the onomatopoeic words: “ti-ti titi ti-tiiit,” 
“tit ti-ti titit,” “ut-ut un-ti-ti,” “i ut ut i,” “un-ty-ti 
un-ti-ti-ti,” etc. During collective performance, these 
individual rhythmic formulas are interwoven into a 
polyphonic structure based on the complementarity 
of rhythm. The author noticed that when listening 
to this polyphonic music, monophonic non-existent 
melodies are sometimes clearly heard. Sometimes 
the musicians, listening to their sound recording after 
the concert, do not recognize the composition which 
they themselves played. This raises questions about 
the mechanism of perception of the modern listener. 
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BHMBgLMMa ws AZgeEgmab Agbagab bsdggm gmenggob Agbogmermanab wmd- 
QMHa; 36mdag~a ImIM|Msma, MmamMM3 I3gqge@godo, abg dab gomMam|db asMgon; 
d3Zg9emo GMo@agaab badsb-mgabydgdob godmygbgdom ymdso4Gqjm wabggdbo wo 
L&9G0gddo GoMImeEggboemo Emggzo.6wegmo Agbagab dgJdbabs ws obmge(30~jHo 
{bam d3qmo LobodmgMe L&amgdab ws IMogo~mbdosbo Lodmgmab bgemobom~oa 
oMdmdAgbo. ob. 390: https://heartbeatbreathe.com/ 


SMAINBMENIMN LOHGIBNISN BBIQIM GMOQNGNIL LNINIMSdN 


RGeamm|am g36M3ab JZgeE4M]6MZ06 Monmbyddn adZnsMsE B3Z63~—Egd0 IMogoemb- 
dooba Lodegmab fabsbyMgb0 ~o bm&gdo. oJ Laem HMow@a30s emdnbomgob. 
BsdGMIIA AMogZ0e@mbIosba LodmgMs AZggeEqM_6mM3Z060 Msambgdab Dmangmon 
093090 HabsbyMdo aobboemgemns 49-19 boy gqbabs wo 7QBMGm seEMgq@m bomgdm 
3d HIG LodegMsbosb IndsMingdsdo. 

QMOMRsbsBAMQd0 Boggngdyemos 1908 Bomb LodbMHam Qabgmab I3g7e@qjMgbmg96 
Mga0mbgddo. gb J39@4H gbod9 Lodmgmab ygqemodg dggmo BobsbyMgons wo BoM- 
8m,30E3,96b mn IMAM _Meab Bagh AgbHyemgd qe od EMmabagAL ImdqmoMye 
AMdg9eEMbIn6 Lod~gmsb (AhlIbick, 2003; Haggman, 1992). 

gb bebodmgMim L&amo domosb 8asgb AMeammganb Jggybgd0b BMowag3aye 
Lamm bLodmgMab: dsdszo(3mo bdab Ig@sMgdom Jomomo Mgg0bGM0, LboImgms 
(3630MabLdagHo Msbbdmgbgdom wo o.d. (Gjertsen, 1985; Ramsten & jersild, 1988; 
Rosenberg, 1986, 1993, 2009). ndgRMZ0L-dobomab gormmmb* Bmbse~mds Ime@o- 
eyoo (Ahiback, 1986), gobbo3qaMgoyon of(3ghGom mboemryh (3968Mby, 
830 Bobo Ed 390% G9dq. LodmMgmabob ImdImgMemgda Mmmgdb (33m056 ees ob- 
MQemgdg6 CEsdmyga~@gdge JgemmenqM bodb asdd3Z76gdamo wo IngMmembseom- 
dom AMsg0embIns6 gomMgI~mdo. 

BsdIMmda agohggbgdb Mmd dom AgbLogMgdsdo Jgbsbyemne ,LadegMab* Igemenab 
9JMMa30MH0 RoMir Ed OMe Dabo 03MI356gdgbG0. IMAMAMengda smodgsd96 goromb, 
AH IAL}L eo AgemmeEagm RoMimb, 803d gb 16GgM8M]Ho(3099, LaImgmab Bb 
ggMbas sMobeMmbss 0039. 


SUSANNE ROSENBERG 
SWEDEN 


Susanne Rosenberg is a professor in folk singing and 
Doctor of Music (DocMus) at the Royal College of 
Music, Sweden. She is also a well-known singer, 
and has been a pioneer in rediscovering old singing 
styles and polyphonic singing in an innovative way, 
using traits from old tradition, from both Sweden 
and elsewhere, to form music of today as presented 
both on CD and in articles. Read more at https:// 
heartbeatbreathe.com/. 


POLYPHONIC STRATEGIES IN SWEDISH TRA- 
DITIONAL SINGING 


Recordings and transcriptions of polyphonic singing 
are rare in the Swedish-speaking areas of the Nordic 
countries. The dominant tradition is a solo tradi- 
tion. This paper presents and discusses strategies in 
polyphonic singing in some rare recordings from the 
Swedish-speaking areas, and sets them in relation to 
descriptions of older communal collective singing 
from the 19th century and back. 

The phonograph recordings were made in 1908 in the 
Swedish speaking parts of southern Finland. These 
are the oldest recordings of singing in the Swedish 
language, and present polyphonic singing with two 
singers, at the time well-known (Ahlback, 2003; 
Haggman, 1992). 

The singing style shows features much akin to 
traditional solo singing from the Nordic countries: 
a relatively high register for male voice, singing on 
nasal consonants, etc. (Gjertsen, 1985; Ramsten & 
Jersild, 1988; Rosenberg, 1986, 1993, 2009). The 
tonality is modal in the “herding-call mode” (Ahl- 
back, 1986), with a strong focus on the tonal center, 
fifth and fourth. The singers change roles during 
their performance, and present independent melodic 
lines including ornamentation and microtonality in 
the polyphonic setting, with phrases often ending 
on the same pitch. 

What are the strategies of the two singers? This 
paper presents a view that both singers hold in their 
memory a kind of framework of the melodic idea of 
“the song” rather than a melodic line with an accom- 
paniment. It suggests that the singers have a percep- 
tion of the mode, lyrics and melodic framework, but 
that the interpretation, the exact version of the song, 
never comes out the same. This concept has been 
pointed out and described by e.g. Bronson (1969). 
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HHMMIMEM|ZO, JnbMeErmgn wos HMo@a(3oqmo Igbogob IgdLMyeEmgQdger0 HMobb- 
AMBZdEnn@db. EssdeasgMs 3enyVob (M7INbgEr0) 939d SmeErooab “ybngqQMbaggGob 
gnbmemanab gobymaRamgdab ab&mMoaabs ws Rammmbagaab go3yemHhgGo. bo- 
AQ ObGMm- SsdIMmdo ,LodbMymggMmdyenn 330~g3980" (50/339 AJbob (a,gmdsbno) 
BMaceMnb dJagmgMab pbagqMbaGyGdo. RoGsMgoqeno ofgh AMsgoemo gdb3gea(300, 
dahamsese, bodbMgm-omdmbsgmgm g36m3ab Jggy6gddo. 


39396930: IMEMBMENIGN 301930? 


SHMMIMEMgZnyMo/gnbMEmMangha HgombsbMabam yoM3o0Ggddo0 I60d- 
309mmgZ560 Mom@gbmdnm sMob JgImbsbym~mn Joma ByM®yMqjmo cenbsdo3ob 
ddbobggema jbogemyMo oMooBIgdo. NVI3Z9, OY 7RBMGM yyMs@Mg|dom (9393- 
30MEQdOM, J_Z09RH93M, MMI goM30GJdo0b dangdda Imbobmgmdob sMbgdmdbo 
RQodboMegds oo qo~Mgl 99-15-4g-16 LbL., GMoeagonb y39Gmdob weowob- 
AYAVIMSE. 3OMB9GHQd0b Iagdob Imbsbergmds IgdegabsoMoe ZoRbas: EMmms 
Zo6ds3~mmesdo, LadmMbyMa LodmgMgd0 Lagmgds~@ fodmyommndes. 

M93 Jggbgdo 3sM89G dob Imnsbgaab IqbagmemaagyM sbIg4Gb, @odemdgdobas6 
ZobLb6g93q980m, Igbo zo~jMGn bo3Mo3gQd0: SnbgdMago LoygaMg]d0 86 7Id0G0/G4e0- 
6030, BMgNG]d0, Ax}WSbH30MJd0 94, AGH gb, Iygdb4m (bmgMgdobm6 aym 
25393d0MQd44er0 49-20 Lowgybob djs bob69d0dEq. DAIMbL Ab ArA_QE MagQ0mbgdd0 
Abago, Mam{dob asdmbsgmoabab a9%7dg, LHQmmgdm@s seEgo~mdMGngo Im- 
Lobmgmdnb es sMs SMIQdaL Bagh, MHmgamM3 Esde~mmd MggQomMbgddo. ,,39M39Ggoob 
BIMBVM QE o63—@5g39d0b* Igbazs9, MmamMay3so 34770 JBobs, MoM modmy 
Od 5% IMHIMMMFo IZImMoBsbs sMJoyjmo AgermengMho LAM y7JeqjMQd0. 
WOg7Ggb Irosbh Mgg0mMbgddo: oem3gddo, do 30693do, Boggobosdo, 8oMnbggdd0 
33632900 AMsgombdnsbo HMse0(309d0. gHaJMmdeobg6, Mmd IMogombInsbmds 
EddDobsbLosmgdgena ayrm Jaagmpadabagoab. LoabSyMgbLMs, GMI jzoM3o8HQemgodbo3 
d43m IgIMBsb emo FMs@agayen Babogab d3gemo dH, GMoseEo3oyeno IMo30emb- 
dnsbmds of Mam{dab o% g3b3eEgd0. AmbLZBAZSdSdo 938MMa B~Ra~mmMdab sob«ybo 
Zobggh Aggombgob: GMoGmd 0G ofga goMoGQemgdb IMogommbdnsbmdob dyomoa 
AMsE0(30. Ms BoJBrmMam (oL&mMoxyeno, SOMMimmmagoyMa Oy agmaMogo- 
goa) oGob gb asbsommdgdqeno. 
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RAZVAN ROLU 
AUSTRIA 


Anthropologist, ethnologist and traditional music 
player from Transylvania. Graduated from the Faculty 
of History and Philosophy, the Ethnology Depart- 
ment at Babes Bolyai in Cluj, Romania. Obtained his 
master’s degree in Germany at the Friedrich-Schiller 
Universitat in Jena with the specialization “South- 
east European Studies.” Has carried out many field 
research projects, mostly in south-eastern European 
countries. 


CARPATHIANS: 
THE MONOPHONIC MOUNTAINS? 


From an anthropological/ethnological point of view, 
the Carpathians are keepers of a considerable number 
of unique archaisms that belong to their cultural dy- 
namics. However, if one looks more carefully it can 
be observed that the Carpathian Highlands were (re) 
populated only in the 15th and 16th centuries, without 
provable evidence of older continuity. The population 
of the Carpathian highlands was constituted under 
the same pattern: the seasonal pastures became, in 
time, villages. 

Concerning the musicological aspects of the Carpath- 
ian hill and highland regions in comparison with the 
lowlands, it can be observed that until the 19th or 
first part of the 20th century, most of the instruments 
played here were related to the pastoral sphere: natural 
trumpets like trembita/tulnic, flutes, and bagpipes. 
With almost no exceptions, the music from the above 
mentioned areas was played by the local population, 
not by Gypsy musicians as in the lowlands. The 
music from the “Carpathian cultural enclaves” of 
Hucul’séyna, Tara Oasului, and Tara Motilor kept 
archaic melodic structures. 

Most mountain regions (Alps, Balkans, Caucasus, 
Pyrenees) host polyphonic traditions. It has been 
speculated that polyphony is in some way typical for 
mountaineers. But curiously, even if the Carpathians 
are keepers of an older layer of traditional music, 
there is almost no traditional polyphony here. In this 
article, I will try to answer the questions: Why did the 
Carpathians not have a strong polyphonic tradition? Is 
this fact influenced by historical, anthropological or 
geographical factors? 
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EMIJHmMo, Anbogmemman Cos gnomdgbogmemmao, LoyMebagqnab bod9;3609%—m 
330930M0 B96GMob A3Z3emg30MHa, LoMaG®yomm ws MgmogoyMHo Igbagob 
L3g309maL Ba. 86mg. LodB sHmdob bymddmgsbygemmdom RoGhsMgQd4yera o4gb 
gnomdaab gdMoyemo agdab mo®yMagaqm Agbogobs ws gnomdsanb bogs %9- 
MagaQ{M AqbozomyM B®Moway3agdob ygemggo. sdgsdo~ IyIomdb bIgmmsdeyo 
DEgZab8oMQoob gdMoyen, JGabGosbyjm eo yyMobab yBboemdyb9ddp. 


LINNEINERNL Q9bI99HISNN: 
NISHMBNBIBILN MILNINIGN IMS3SNbINSEMSS NIGIDLSNNGNdS 


RMobaqma aSgbgrenJGyMo ImbobSMab ody amdab (agMqboennda) gha-gMan 
ogomayMo dsboboomgdgero sMab ab Mmd dob Jgdseag6emmdsdo ghamdemngoco 
oMab Jods303Md Eo Jommd MIQd0. Doybgwo3{0@ Adobo, MmdI (39e~m-(390~g3g 
(363M%md96, yr3gm CM] MMHngg MgQI0 PERrab AbobyMgadabob WAZ8gbo~w gMooeo 
MMEBZ{MMdL MMI BHodoMdo. sdagoMoe SgMgoabs ws Ambs3zbgd0b bdgdo0 
gMo@ abdab gMabs wo 08039 EMmb gMmbs ws 09939 segnm@mdy. dogMsd, gb 
qMamds of oH ImogMeo do. 

ABAbGOL dmermb, Lodmeamm mmmg3gob (@EmJboe@magaab) ab, ddgd0 ~o wd 
JMarso shMjemgqo96 9MMa—{oM DIBMmgndgdym IMsgombInsbmdob. gMmo~@gqMmn 
bdmgsbbq QBmyqQboMgdqema Homm|yEma AMIM|Mema sbMaAm~gdb megab bo- 
39MM “Agemmensb”, Mosgabo Ensddmbab Igbodsdabse “omMhgeyena” bm Ggdom 
Od 5da35MSO JMMd@O Jd60s6 AgbLazoemyM AMggdbo CEs EM Adm~mgdb, MmI~g|dn(3 
Msbesm0b ogomMagdns6 d3gemo Bodmab 94mdo. 

AmeEgbs3 IgMJobs ~o ImbsB3Z6gdb ggambgdn06 34 bozoemyMn AMogombdInsbmdab 
AgLsb6gd, abobo 85bq6mdg6, md Boro gmemgdGagMn Irgms Lymnbdnbeob dngs 
Gab Jmogmbgdqemo Es HMd oBIMMgnbs3axe~mo 39Mn0(30930, MHMIEM|d(3_ y~rage 
0M) MEb6Z A(33C—~MgJds, ESIMZgnEJdQEs MgZO9dMNZ0 Iroambgdnb boMabbd9. 


OLIVIER TOURNY 
FRANCE 


Doctor, musicologist and ethnomusicologist, re- 
searcher at the French Scientific Research Center 
(CNRS), specializes in ritual and religious music. 
He has done research on the liturgical music of the 
Ethiopian Jewish Community under Prof. Simha 
Arom’s supervision, and later on other religious 
musical traditions from Ethiopia. He is currently 
working on Jewish, Christian and Koranic psalmody 
around the Mediterranean. 


WITH THE HELP OF THE HOLY SPIRIT: 
AN IMPROVISED RELIGIOUS POLYPHONY 
FROM JERUSALEM 


One of the unique features of the French Benedictine 
Monastery of Abu Gosh (Jerusalem) is that it hosts 
both a male and a female community in the same 
compound. Although they live separately, the two 
communities pray together every day at the Roman 
Church for most of the Hours of the Divine Office. 
This provides the two communities with the oppor- 
tunity to mix the monks’ voices with those of the 
nuns at the same time and same place. However, this 
temporal communality does not end there. 


At the end of the Vespers (the evening service), just 
before the final prayers (doxology), the brothers and 
sisters jointly sing what seems to be an improvised 
polyphony. Focusing on a single vowel, each singer 
appears to sing their own “melody,” by “choosing” 
notes according to their own range, thus creating 
together musical strata like clouds, which progres- 
sively vanish in the reverb of the old church. 


When the monks and nuns are questioned about cre- 
ating this unique polyphony, they claim that their col- 
lective song of praise is inspired by the Holy Spirit 
and that the improvisational variations—which 
slightly change from one day to the next—depend 
on the quality of Divine inspiration. 

As far as ethnomusicology is concerned, two main 
questions emerge: 

- How does the polyphony work? 

- How should one analyze polyphony in the context 
of a religious mystical experience? 
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AL{MMaab EMJ®MHa, gnOmemg|n. Essdm0gMs Mda~mobab 03. Rogobodgamab 
Lob. Lobgmd6oy3m bog9MboggG0 1972-1977). 1978 B-es6 emgde@g dydomdb 
03. RoZ0b0dgo~@mob bob. obAmMaabs Eo gnbmeamgonb obb&oG7Gdo. omab 
Loghasdmmoabe aybgnsbyM0 gbadmagMssoab sbmgosgoab LagoMaggemmb asb- 
Z30msMgoob xaygob Bago (2004), LofoMaggemb JmabGosb Joomms (396M0b 
JHa-ghao CEsdgx-qdbygdgea (2006). ay mdamobob bobymaghm s3zo@gdosbor6 
sMbgdqemo0 Loggengham goe~mmednbs es Ladmgmab WBommpbo bobbogmgdmob go- 
Bmermanal Imbgqxymo Sg@oaman (2010 — 2011). 2011 Bemn@ob omob mdamobab 
Lobgmdbagm gmbbyMgsGmMoab AmBZgqjm~a Sg~msgmgo. asdmAggybgdqemo o4gb 
ob%] AgGo bsdIHmdo, dso ImMab, 5 ImbmaMosgyno (3 — mobogGmMmdnom). 


JIMODILN 8Md39CbINEN LOGILM LNIVIMS Vd 9dLIN SLObILN BNNIN 
(Bnbm dabsMadgbors6 ms6o53GmMGmdoo) 


goMa ena damm-MamogagMn boMImeEagbgdob dnbge@3Z0m, gMa-ghon 3mbLImamb- 
agMn domo LodysMmb, Idob, gdoMab Esdoe@ dsb abgmsb ws dab dagh Csegdyer 
839M (36m06 be 5303daMQdegb. 

08 349 HM]ddo, bLo~s(3 9Oq Joeman Sqybgdobo05, IBaL Mgm0g9d9 Inbsmdm4- 
AQeEgdOL JgZIMEgdsbsb gMmseE, JommmdIgMmse, A396do jo ~CAwW ww bsbs~@ 
yormndeogdo. 

Bobmsb Cdgo3{daMgdqQm BnmmemanyMm GadbGdo Ij39nMow goGybsegdye 
EddsEjdob AmBagh Eo 08 QoJGb, Gmd JoMorge~m oMJgGodsym bsSdJo cown 
OJOS d3Z300Msbss Cs BIOQMoL Aga~mb, yes asdmgbgo0 LoGy30g%o0 ws dobo 
MsbdbmM|d0 AgbLagomyMa HJLGab o336ab bobgd0@ go~0J(3930- 

dacmab gsbgamsMgdab o9a30Mo abs JoMayem IMogombdnsb Lodegmsdo sobabs. 
20d30069b" 85630 Jomaqemn IgbazomyAH-QmrmgmmMymo Bmbeab doMomse@ 
BsBamo@ss IohbgVEn. 393M0 IMsgombdnsbo Lobb my Lbgo yobMoab Lodmgms 
29930005b" ab&mbo(304MH oMJdJa 94(3930, MHO(3_ JoOMZIEMS ImeEmagmbayMo 
AbagomayMHn sbHmgbgdob soMgaymo g@osgdab sdbsb3gen0. 
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guage at the Faculty of West European Languages and 
Literature of Tbilisi State University (1972-1977). Has 
worked at Ivane Javakhishvili Institute of History and 
Ethnology since 1977. Since 2004 has been a Georgian 
group member of International Jung Psychotherapy 
Association, one of the founders of Georgian Christian 
Women’s Centre since 2006. Was an invited lecturer 
at the High school of Ecclesiastical Chant and Song 
of the Georgian Patriarchy (2010-2011); has been an 
invited lecturer at Tbilisi State Conservatoire since 
2011. Is the author of more than 100 works. 


GEORGIAN POLYPHONIC RITUAL SONG 
AND MYTH REFLECTED IN IT 
(Co-author Nino Makharadze) 


According to Georgian myth-religious beliefs, one of 
the cosmogonic myths links the birth of the Universe, 
the Sun, hero to duck and her egg. 

In the cultures, where the Sun has female nature, 
with time, more precisely with the introduction of 
agriculture the Sun deity was formed as Goddess, as 
Mother Nana in Georgia. 

In the related mythological text, clear motive of birth 
and the fact, that in Georgian archetypal image great 
mother sings to the baby in the cradle, should have 
resulted in the transformation of verbal and its ac- 
companying musical text into lullabies. 

We think that such development of myth has also 
been reflected in Georgian polyphonic folk music. 
The melody of “Iavnana” is considered a basic part of 
Georgian folk musical fund. Multipart “Mze shina”, 
“Javnana” and many work songs are based on one into- 
national formula. Many ritual or other genre songs are 
in the intonation area of “Javnana”, which reflects early 
stages of the Georgians’ polyphonic musical thinking. 


a 
Zz 
< 
g 
2 
FS 
5 
3 
ef 
© 
ff J39GIMN6I JObOMIIBNAN 
© LodoH M1392 


baemmgbqdsmd3mebgmdob dogabSGo boggegbam dqbogmemansdo (2013). smab 
adamabab bobymdboy}m gmbbyMg{go0GmMoob EmAGmMob Go (Ladqhbagabd3me@bgr 
33093900 - Loggm@gbom Agbagmemans). 2012 Eemaw@s6 agqdomdb mdam@obab 
Lobgmdbagm gmbbymgo8mMnsdo, boggegbom Agbogob IndsMaxym|ddg - b3g- 
(309mabGs@. 2014 Berae@o6 bamIdmgo6gmmdb ymbbaMgo0GmMoaab Igo~mdgenms 
LG 70E96G]H axjbeob. 2017 Bemoe@ob gamMan Imobdnbegmob Lobgemmdab aseamdab 
nbag9MbLAG]Gdo Lobbs3emm BHMEAgbab doMangob bodbobyMob qaMmbo. dmbsb- 
amM|_Mdb seEgammdHng Ls LogMmsdmmMabm 3mbyIH76(309dda. added ggybgdqemo 
dggb LG2G0gd0 seanmmdmMng bodg(3bogMm yMgdqje~mgddo. 2016 Bgemrb aowoq(30 
QMOEOO ,JoMorgema aocmdnb® dag wsbgbgdqema oM%G99 gMJmdondgo~mab bob- 
geomdab bogMmsdmmabo 86gdn5 Bmdasgnsdo ,bowyggagbo sbomasbMeymn 
badg(3609Mm dydemago(3n9". b999(3609HM Cs 8MoJGo3qm~mo o6HJMgLgd0 7 393- 
doMeEgdo Loggegbom Agbogob bagMmb. mem Eegdob bo8g(36o9m- 33093900 
9323d0MO9d9 JHabG®gImdab AbobyHgdob Logsemmdegdb. 


IMNLGIIMSNL BMEVS3IVN JOMOIIL LddISolMsl¢ SasenNGNsaN 


BMOeogab yobMab gobgamsMgdob AMogomboy3j6mg960 aLAmMos o4gb. grbeos30 
VI Lowgegbgdo BoMdmoeggbeos Iymdma LAM J®qmob I4mbg ga-ga Ibod- 
3690396 Loggengbom-3mg Gym yobMb. MHmamH3 (36mdamoo, VIII Loy 3q6ob 303- 
Brg Magny IMoJGa30do ymbeEs30 fosb9(33em9 Joby 4QBMmr ~wEsb3 96am QmMdab 
Aderby gobmbab yobMdo wes 30 MgmabdbobyMgQdodo_ gMa3zq8mMg806 |mMMd~ 
0059330M@S. JoMaqmn Lodgsmmdmm bLymmgdo JMabSJImdab g7miabsHmgo- 
060 ymbeszob oMegMa bndqQdb obsbsgb, MmamMH3 bows, abg 309d3969d4er 
30HHH dL. JHabSJImdab ymbes3gd0b wEgGoemyGo obsemnbo g3o8396g0b, 
AMI Logommdmal |mMMdoJdbs@mdob 8Hm(3gbdo yomMgabse IbadgZbgemmg3o06no 
MOG QMZagGVe0 HLGob IGod3:6germdo, 9/3 EdhGyMegd9 LoGygabs ws Iqbogob 
AndsMagdob daMgvyemn 8Mnb303930b q°E3Zg~mgC~mMdaM YmbEesjob y3gmo 39M%n568,do. 
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QAZARASHVILI 
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Master of Arts in Ecclesiastical Musicology (2013). 
A Doctoral student (musicological studies— 
ecclesiastical musicology) of V. Sarajishvili Tbilisi 
State Conservatoire. Since 2012, has worked as a 
specialist in the Church Music direction of Tbilisi 
State Conservatoire; since 2014, has directed the 
Conservatoire’s student chant choir. Since 2017, has 
headed the Management Service of the Study Pro- 
cess at Giorgi Mtatsmindeli University of Chanting. 
Participates in local and international conferences, 
has published articles in local scholarly collections. 
In 2016, was awarded the Artem Erkomaishvili Prize 
in the category “best youth scholarly publication.” 
Her scholarly and practical interests are connected 
with ecclesiastical music. In recent years, her re- 
search has focused on the chants of the Christmas 
Divine Service. 


CHRISTMAS KONTAKIONS IN GEORGIAN 
CHANTING TRADITION 


The development of the Kontakion genre spans cen- 
turies. In the 6th century, the Kontakion was one of 
the most important ecclesiastical-poetic genres with 
organized structure. As it is known, in the 8th century 
the Kontakion was replaced by the genre of Canon, 
which had an improved form. It was introduced in 
single-couplet form in the Divine Service. Georgian 
Schools of Chanting have preserved many single- 
couplet examples of Christmas Kontakions, both in 
simple and ornamented variants. Detailed analysis 
of Christmas Kontakions shows the importance of 
liturgical text in the formation process of chant form. 
Immutable basic principles of speech and music in 
all Kontakion variants testify to this principle. 
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BMBLEdIObL bag qMbLaG Boab agmeobozob sGmegbmMo wo agMdsbanb gMmgZbqjemo 
bsd9(3609Mm szo~egdoab sMAgamo Bg3gMo. aAQmendagabs wo agmemaaadb asMeos 
2 Baro LEogemdeo Aqbagmemansb. 2083900 ofgh Mod@j6099 Lobgemdd~- 
3089emM BAMYNdagodo, 03MgH39 LHsGagdo Lgabdmemaneb, 303M Jeno Loaboemab 
OddgdogqQdsb5 Eo ZMdBaNH MQM IAq3bagMQdsdo, obg39, LgobImeamannbs wo 
Agbago~myMo ogabGogob yo3doGab Igbsbgd. qygo06ob36ge bobb Bobo bodg(36ngm~m 
df Gogmds gdmgbqdo JoMayen gmyzoemyMa AMogaembdInsbmdab B3mggob sqbgdMHngo 
Ed ZOd8ON BAM QMO Aqz6agMgQd0b 3gMbL3g4GagaM ws M93 Ayerabbdmdb 389GIm- 
Bagge LAMA J®qmob, sbymdob, sagmomMoggdbs es bobadmgmm Laowb. 


DIMOTILN Vd FI LOTTIEIISNL IMSBINCINSEMSAL SE9LANSN LV AMLILNMISS 
(bLod8s sGmdobs Cs {ermMs6 3. EQMsb s6o53mMmdoo) 


AMseEagagqem JoMaye LodmgMabs ~o 330060 Iq boy3Zqb6ggdab wobogmgm- 
g3MmdqQe~m Agbogob ImmMab Ibgogbgdo Ibyxgemdob bodsda gsbes dom ImMoab 


AgLoderm bobaMdemnga qMnngMamdgdab Agbobgd. ImbbLybgdsdo A3Zq6 3093 
gMabgem 37dMeE|daM Lodbdnsbo JoMayenn ws Aygo Lowyyybggdab Lodegmadob 
830M] GMM3qbb. LodmgMgdob BMImbag_~m LAMyAI®yMsda ,egMdobo* wo 
»G9003909d0L" gobsdagbs@ Agg6o obomobab 380M%39e@ bsbam@mdo asdmgaygbgm 
gemabogMGo bogmemangMa Ignme@gdo wo JggabbsgmgQm Jomo wEMmgdamn 
gZobgomeMgdo. JgmM] DJa~amds aygbgdb godmagenom Agameb. jgar~mbs wo 
dBMMe@ngab, sgmMMeagdob ImdMomdab smbBgMgdob Jg~moM ds 330f396gdb Ibasgbyd0- 
Z06L63939d0b asbba~m qe 6nd7dgdb IrMob wo obs 3569 BodMbEg3b 9d mma 
IQaMEMMmaanMHa da~Samdab ws~wgdom ~s NoMymgno IbsMgJqob. 
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FRANK SCHERBAUM 
GERMANY 


Frank Scherbaum is Professor of Geophysics at the 
University of Potsdam. Besides his education in 
geophysics, he studied musicology for two years. Is 
an elected member of the German National Acad- 
emy of Sciences. In addition to his geophysical 
research, which has led to textbooks and numerous 
publications in the field of seismology, digital sig- 
nal processing and computer science, some of his 
research interests have always been on the interface 
of seismology and musical acoustics. Recently, an 
increasing part of his research activities have been 
devoted to the investigation of Georgian vocal music 
from a natural- and computer sciences perspective. 
This includes questions regarding the harmonic 
structure, tuning and scales, as well as singing style. 


STRUCTURAL ANALYSIS AND 

MODELING OF GEORGIAN AND 
MEDIEVAL POLYPHONIES 

(Co-authors Simha Arom and Florent C. Darras) 


The similarity of traditional Georgian singing with 
late-medieval Western European music has triggered 
speculations about possible relationships between 
them for a long time. Here we revisit this issue 
for a small corpus of three-voiced Georgian and 
medieval songs. The first part of our analysis uses 
a classical musicological perspective to distinguish 
the “pillars” and the “ornaments” in the harmonic 
structure of the songs, and subsequently study their 
temporal development. The second approach uses a 
computational perspective. The comparison of the 
modal character, the chord inventory, and the chord 
progression inventory illustrates similarities but also 
differences between the subsets of our mini-corpus, 
and highlights the pros and cons of the two method- 
ological approaches. 
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Agbogmeamaoab emJ®mMo, boggemgbom Aybagab b38ggac.mobGo, gnbm- 
Abogmeama|a. sbhayaMgdyqmo BHmegbmMa. sbbodd~m obfobbsGob byedd- 
Mgobgmo. Aqdsmab bLoJoMaggmmb gMmgbyem dsndmammgg3odo IybozomyMo 
Zobymeaamadab jQ3Mmbab msbsdegdmbsby; sbbsgmab mdomoabob bobgemdboy3m 
BMbLIMZoGMMosbo Ws ZaMMgA0 Amsbdnbegmob bobgemmednb boggmgbom asmm- 
dob qBoemab Lobbsgmgdgendo. ogGmMos mE@ssmsde] bodIq36agMm IMmdabs 
5 L&oGoobs, AMAGmMs daHomse@a MIs JoManema boggmgbom goemmds wo 
boembyMn AqbazomaMa AgdmAdgegd09. boembyMa LoIggMabs eo Logommdgemme 
Ms9E96099 LobmGrm yMgdyqmob, ImbmamMognob, jzoGoemmaob, bodaommdmm 
GQMIobMs Emgdbogmbob ogGmMo. 9HG& gd g6Jmdoodgo~moab bobgemdnb 8% d00b 
mo4yMgJoGo (2016). 


63I6 IABNLMSS — LNINLIGNL LIISIEM3SEN 3%9 


JoHagqem booby LobodmgMm MgsigMByoMdo gobbogymMygoyqemo omanmo 
ngaMms3b SMamb IgbobMyemgdgem bodmgmMgdb. ~eobogmgm bojomagqmmdo 
(Lodgamgemda, ndgMgado, bsboemmdeing, ofsMeda) 8 Lobab bLodmgmems %93- 
JMHWoMa oM3Mq_di30Mgo, MVd30 9d LobodIM|Mm YmMMIed aobbogymMy|dqemo 
ZobgnmsMQdo ByMyAw@ AqbogomyAM BmmgmmMbs Es bobymaghim Agbogodo 
83go. LEMMIE of oMbBOZL Joma yea 8mmngmbayHo sbHmgbygdab gobgamsMgdo 
Qoremgb bLoygbyMb, Gob Mgombofabm bodyIbo(3 GoMIMseg_g6b Lodmgme 4396 
BIZ0EMd0. Baba ddBMHmgndo(30NE0 Spbgdab, 3oMas68yeomdoabs Es bdomsb3gmoab 
AMoZombobmgzb6ygdob bsMIMA{6s A3g6n AmbLybgdob daMamse MgQdob BoMImEs,96b. 
gZobbamamn aggdbgd0 9d Lodmgmab swam ~o bLobmBm fabgMab absmmns, 
AgLMQEg_dab MogabgdWMIdgd0 Eo LobMBm GMosbb3GoQ300b IGmdm~mgdo. Gom- 
Amg2AhgbEa LodegMal LAMA q_QMyQe~ mogabgdyM]dgob, Job oMfoGodGmbogob. 
Zodmgogmgbm Bobgnb LHodoemynM ws (330EmMgd9EO 9°MgIg76H db. aodmgadgodm 
AmbsBMHVIQdbL_ Lodmgmab LaG®ygagMa GadJLGoab Igbobgd. IodImgabamega bLb- 
Z0e@obb39 gsmob, EMmabs Es HMseaoob IgILMAmgdgqemms RobobgMgab. 
domn QMangMandgw@oMygdab aban JgZg3Egd0M BsMImgohnbma Iybo3omyMo 
ZobgnmsMgdabo My Wsmdsg~@mdab abs, MMdIQmaA’?Z bLoygqbab asbdog~mdodo 
20630=mm Ladmgmsd 4396 Bd3z0@mde. 
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Doctor of Musicology, Specialist of Church Music, 
Ethnomusicologist, Associate Professor. Director 
of the Anchiskhati Ensemble. Works at the National 
Library of Georgia as a head of the music department. 
Teaches at Tbilisi State Conservatoire and Giorgi 
Mtatsmindeli University of Chanting. Author of 
over thirty scholarly works and articles concerning 
Georgian church chant and folk music, as well as 
several notation collections, a monograph, a catalog, 
and a dictionary of chanting terminology. A laureate 
of the Artem Erkomaishvili Award (2016). 


CHVEN MSHVIDOBA —- A CENTURY-OLD 
ROAD OF THE SONG 


Trio songs hold a particular place in Georgian folk 
song repertoire. Such repertoire is fairly common 
in West Georgia (Samegrelo, Imereti and partly 
Achara); however, this form of singing is particu- 
larly developed in Gurian folk songs and church 
hymns. It is here that the development of Georgian 
polyphonic thinking reaches the highest level, a clear 
illustration of which is the song chven mshvidoba. 
This paper touches upon the song’s improvisational 
nature, variance and diversity of vocal movement; 
discusses the history of audio recordings and nota- 
tions, performance peculiarities and the problem of 
transcription; presents structural peculiarities, archi- 
tectonics, reveals stable and variable elements of the 
song; expresses opinions about its text; and reviews 
recordings made by singers from different eras and 
traditions. Via their comparison, we will try to show 
the road of musical development or descent which 
the song has passed over the period of a century. 
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baramgbgdoMd(3meEbgmdab EmJGmMHa, Mdamabab g06—m bLomMogadgamob bob. bob- 
JerdBage gmbbyMZoGmManbs ws gamMan ImsbInbegmab bob. goemdab ~do~- 
gbo bobBo3gemgdmab obmgamgdqema 8GmegbmMMo, Laggmgbam Agbogab Iodom- 
aymgdob bymddmgo6gemn. dabo bsdq(36agMm obSgMgLgd0 Wszo3daMQoyemns d3gcmo 
doMayeo 8Hmggbaymo Igbozob Iimdmg|dgoab B3{mggoba06. Labs gdoGayMoe 
AMbBsFa~g|Mdb s~E_ammdMing Ed bogMmsdmMoabm bsdq.36agMm 3mby3qMJ6(309dd0 
(aemobons, CagN SM ®Bsbgor0, Agbga, d3gmans, MNMAgQa, 3308Mmbo, 43Msnbo); 
An8yo3zb Labbs3gemm 3qMbyd0 Igbogab mgmMonbs wo boggm@gbom Agbagob Iodom- 
ayegoom. DAAD-b L@896e@ns6 Go (2014), Boa qens Lbgs@obb3o bodq(36aq%m 
5 06L 8089/30 86mg4Ggddo. 2014 Bemo@ob oMab ymbbyM3Zo08mMonb bomobbob 
NoMAbZzgmymgab Ldbobymab qeRMebo. 


BIMSNL, BIIGIGMNLS VS ZOMIMENILN 396MEGMINIGMISIBNL 
IJ60INIMNIGNGSHNIISS JSMOIIL LSINILNM LodB9SMsNVIsbd Ld 
bNbIMN IILOZNL 608959830 


goMagqena GMs GZaQm IMogmbdInsbrds QBMMIgdab LodeneEMan gdmaMAg39, 
May JoMagqm bomb LadergMsdo bdoms Lbgs@sbb39 Momegbmdnms ws bIgdL 
ImGab qMongMno@sdImjzoegoqyjmgdob g06bg039dqero YBMMIQd0M 3emnbeogds. 
Logommdgmda jo, Lbgo@obbge bLodgommdemm bymmab 6089799ddo sMbydqen0 
BJ GqAMqQma aobbbg0g9dg9d0b dogqbywo3g0@, HmMdaMgdqmos MmammM3 bdoms 
Momegjbmds (IMogom@mbdns6mdo Lodbdnsbmdnmss GsMIme@agbaemn), aby bdoms 
RBAEJ(GOYMO YHan{MawsdImygoe@goqengds Aqbagomam Jbogaerdo (AGo30ebd0- 
moo MZbBYMBoGoqMos Eo ym3gemagoab Innagdo Ibo AgemmenyMn Imegeob 
ZodMsgombdns6mdob Jg~wgas@). B3zq6o wo33aMgdam, d3zqemn 8Hmggbay~n dqbo30- 
Lomgab modabsboomgdgemo bmMdgdn, Ms(3 JoMagem asmmesdo Iymdmn M30bdob 
Lob&gdob oMbydmdodo, ImJdgerab 89% 85d 30dm(39djeno Bobgobs ~o dabo g03- 
MogZombInsbgdab 8Gnb3038g9d0b ~Ws(3Z8do {emabogds, Zobs8aMmdgob Loas~mdmoab 
AMogZ0Mbdo3b JLmgaerdo bombyMn LodmgMabsg06 gsbbb3039djmo IoMImboxye~mn 
AMoagMamdgdob gohgbsb. ImbLEqdodo ynMo~mgds godobga~m|dyemns 09 QoJ- 
GMH7OOq, mde |d03 JOS asbo8aMmdgd96g6 JoMa jenn FHMown yoyo Iqbo3ob 
MMH go6d8mgdsdo boembym Lodmgmgdbo wo bLogsmmmdm|dda Logswsbbgoa30m0 
0MM-BsMIMbaQemn NMaagMamdgdab sMbydmdob. 
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PhD in Musicology, associate professor at V. 
Sarajishvili Tbilisi State Conservatoire and Giorgi 
Mtatsmindeli High School of Chant, Head of the 
Church Music Department. Her scholarly research 
is focused on the problems of old Georgian profes- 
sional music. She systematically participates in local 
and international scientific conferences (Ireland, 
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Cyprus, Ukraine); she leads educational courses 
in Music Theory and Church Music. DAAD grant 
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since 2014. 


INTERRELATION OF STRUCTURE, 
TEXTURE AND HARMONY 
REGULARITIES IN GEORGIAN SACRED 
CHANTS AND FOLK MUSIC EXAMPLES 


Georgian traditional polyphony is distinguished in 
the riches of forms, which, in Georgian folk music, 
is manifested by different number of voice-parts and 
various forms of interrelation between them. In sa- 
cred chants, despite textural differences between the 
examples of different Chant Schools both number of 
parts (polyphony is presented by three-part examples) 
and functional interrelation between the parts in mu- 
sical texture (the polyphony is resulting and is always 
obtained via polyphonization of the ready melodic 
model) is standardized. According to our observation 
the norms characteristic to old professional music, in 
Georgian chanting manifested in the existence of the 
ordered eight-tone system, keeping the principles of 
the melody and its polyphonization in mtkmeli part, 
in the polyphonic texture of chant determines the 
appearance of harmonic interrelations different from 
those in folk song. The paper draws attention to the 
existence of different mode-harmonious relations 
between the two branches of Georgian traditional 
music folk songs and sacred chants. 


PARTICIPANTS 


LI%d6 GNBNIMN 
3IMBSENS 


9M6960299080 


Zammbaganb em BmMHa. EssdmsgMo gorebab «og qMbaS Gab Iqhagmeamans/ 
qnomaqbogmemaoabs ws LberogvHo gbgdabs wes ma GH gMoGqMab 3 3%7078jG9o0. 
Aqdomob SgMemabob yBmMbmaMsdoM4ngdo, SgMemobob gnbmMemaganMa Ig dbgdob 
Jonomdabogmemanab asbymaamgdsdo, 8M Qboymn I7d330EMQMdOb Bmbedo. 
ZodmAggyogdyemo odgh AMogoema bodq3bagMm LAogos sgMemabab ymbmamMsdIom- 
dogob ab@mMoabs ~es Iobse~mgdByQ, sMab 3mI35JGqHo CEabygdabs ws ab&mMoaxye~n 
greg gaob mobo-Mj~eo4GmMo. 


89M9d6020 8MBBSIMISNL NIBSLND) QSbobVAN JdmOIINN GILNJd 
(89-18 LOIZIENL QoLsLMINN, 99-20 LOITIENL RoLsGINLN) 


AMs@agaqma Agbagab 30073959, daMoms@oe, Hg8aMa abam beEgds. sdngmd 
Bod ZEgEHMBS6ad 09 aLMMoyero (m349076H gdb Bmdagds, Hmdemgd0(3 Jgboderms 
4903930696 obAMMda(3osb Babogob Igbsbg9d FsMbyerdo. abGmMagqem |BmBmg- 
396 JMose@ yZg9Embq MaMQdyem aLAmMoaye~ BysGmb FsMImseag6b g3Mm3gqeo 
AmabsyMgdab RobsbygMJd0 sdmMHngg6o boembgdob gymE&qMgdabs ~o Agbogob 
Agbsbgd, MmAg~mos BMnGogymoe gobbaemgos bogoMm — asbomgemmoabbabgdgemos, 
a 306 oMab fobsb4MQdab o3GmMa, dabo Ima dboyMmdab goMgdmgdgd0, 8meE~0- 
834% LoGgo(305 Agbododob Gg,0mbdo Es — Mo Md oes — sQen®mMns dob 
boddmdeamdo. 

AgboZo AeOmdsmyMa BgbmMdg6ns ws Jobo AmbLIA7Gs y39m@asb Jgademgdo. Ima bso 
Losdmgbgdam ombgMb dobogob sbeebs es <q3bmb: IegbogomyAM bo3Mo39db wo 
LodmgMgdb, 06 JmMbammabs oy aemmgab Ga Syomydb, (39339db wo Logo@obb30 
Lobob aoboMamdb. d0a%0d ababo ymggmagoab bgemddmgo6genmd96 bogqmomo 
BIMAQMAQM QBALbgqgdaMs Co BoMsEQO godm(3~@A™MIdOm. 

AmbLAb7d0d0 Jodmbagmrgenns 49-18-19 boy 349699ddo Csdmdggybgdqenn agMdobge~mn 
Ama dsAMAdOb Zog30LayMo BobsbyMgQdo. dabo dobbs a99%3Z0Mb, oMbydmdb oxy 
dH 303d0H0 AMadsAMal dam_Ms\nyW@ gB_gbL3zgdbo ws dab dogM Logo boembgdob 
BIMBVAQb0L, asbbogyqoMgdom Agbagob, smbgmob ImmMoab. 


SUSANNE ZIEGLER 
GERMANY 


Ph.D. Graduated in Musicology/Ethnomusicology 
and Slavic languages and literature at the University 
of Cologne. Has a position at Berlin Phonogramm- 
Archiv, Ethnomusicology department of the Eth- 
nological Museum, National Museums in Berlin, 
Prussian Heritage Foundation. Published numerous 
scientific articles on the history and holdings of the 
Berlin Phonogramm-Archiv and is co-editor of the 
historical collections of CD series. 


MUSIC IN GEORGIA IN THE PERSPECTIVE 
OF GERMAN TRAVELERS 
(LATE 18™ TO EARLY 20™ CENTURY) 


Traditional music is mainly orally transmitted, and 
little is known about its former stages. Therefore, the 
search for historical documents which may provide 
information on music in former times is very im- 
portant. Together with historical photos, itineraries 
of European travelers are among the most valuable 
historical sources. Many European travelers wrote 
down their observations on indigenous peoples’ 
cultures in general, and specifically on music. How- 
ever, to benefit from itineraries as historical sources 
for music, they have to be viewed critically. The 
writer himself, his background, the circumstances of 
his journey, the political situation in the respective 
region, and—of course—the audience at home must 
be taken in consideration. 

The traveler will be eager to describe what is new 
and strange for him: musical instruments and specific 
songs he never heard before, or rituals connected 
with weddings and death, dances and different kinds 
of entertainment. But the travelers’ observations are 
always guided by their own cultural background and 
personal experience. 

In my paper, I will give an overview on reports of 
German travelers in the Caucasus region, published 
from the 18th century to the early 20th century. My 
aim is to find out whether there is a relationship 
between the biographical background of the traveler 
and his description of foreign peoples’ cultures, and 
especially music. 
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gromdqbojgmeman, IgdILMQemgdgenn, a76eab baemddmgo6ger0 ws Aybagob omob- 
JoMgdab ogGrMoa. AgmdyMboab bogqMboG Bab bLodso8om Ij3gegg0Mo0 ws Igen- 
SAMbOL men Gj {46034H OELHOG®yGob JomMayjmo avybroob bomddmg3eb6gemo. Jobo 
SMEMMeEMMabEJEo 33™Mg39d0b Md sMob LoGMgyns~m LodmgMgdob, s~@odosbab 
BIE QMab, boJbyomyAMimdnbs Eo ymdsbogodgmmdab 068 4M@ab3a8em0byMo 
Od 9ZMEA’3NQMO 330—g30. Bob sEMA}Er 399—(39d9db ImMob sMob Loem mmm 
CabIMGHs(309 Cd Baghydo AgbLogob, agbegmab, ba3ambseraBdobs Es 8meEnnGa3q%o 
AEIMEMBagdabl AMangMamdgdab Agbobgd. 


B3QNLI3ISN BINGIMbLd Vd Dd3INILN SQIN6Nb LMGNIIIN 


oEdasbab 3q_mBgmab wowagbama Imegemo bomb qBymdb obengoweyomaym 
drMbabgdsb, Lgbmdmng asbbogqmMgdqmmdob eo ab3gb Gob ogmdomB3eb, 
MmamH(3 se@sdosbab Mmobesymmam mgabgdgdb. Gsdyge6o be3nsemyh-dome~m- 
gZayHo Mg|MMagdab Mobsbds@ s@sdosbab Z_mMByMs aMggmogb Cs sgoms%Jdb 
MoGesymemagm dsamemmaoyM IawEMggamgegob 08 Leyos~myMHn 8ho4G03900b396. 
AREA Q{Erns, Hmd Leagaqdobs wo YmaseE bMgMgdab gobgamsMgdob bam~mo dgm- 
Gym abengnemomaMa mysbgdob asg_sMamgdsd, IMBM|sdasds Ws LdgbmdmMngds 
gdbgeabayGmdsd. AmbbLybgd9dn BsMdmagbaemns LosaMabsoMm s9Mo@ngQdo, 
AMImMaL Inbg~@gZn09(3 s@sdosbas Lery3aydo ymemgGoqMa LMJ 8yMgd0e@o06 
AbEenZ2@MsmMNMa MyYsbgdabgg6 gobgamsMeds. BAM®yMs, MHmamm(3 (3oembobse 
sEdnsbab EWsdsbsbosmgdgmo badobo, someEmanyMse IAdGZ0@MgMdoM &gM0- 
AMMaQdbL Zo 9% obobogh, sMoIg@ BoMaJam, WAg@gbs@, Jom m03d9393900b396 
ndndajob ws Jor LeorsnsemynMow IgmsbHbIgdyem 4/3939 900 300904(393b. 9g 3mgem0, 
4d se@sdosbab ber(3o%78o, IMogom~mMa3bmg06o LdghmdMHagn asgMansbydgdobs wo 
RMagma LagnsmyMa LAMA qMQd0b Romgmam, sMab gHon sb3q4Go Gmdgen(3 
BGOBGHaMdaL 347eG}H VMI Jomby3Z9d30 Roobder ws abengowmsemyM mRobym 
Lob&gds@ goe@so4(305. gnbmdqgbogmenmans ag3geg3b 303d0Mb gomobsdMgdqem 
Legadbs Ed R3ZqBqM Ag_da3aMQdsb ImMab. sesdosbas bLodmasemgdgdobs 
Od BIMBQMgoob jIMogengbmdo, se@sdosbob bo yaydIab YmawyMHn o6 gomsbsdM%- 
dM YBMMIQb6OM, bo3emgdoe goboaa@ak xan Ixyba3aM{dbqJ wCog~Qdbgdeye~ma 
rd QemGqemab* Egbb. 
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NINO TSITSISHVILI 
AUSTRALIA/GEORGIA 


Ethnomusicologist, performer, choir director and 
arranger from Melbourne, Australia. An Honorary 
Research Fellow at the University of Melbourne 
and Director of the Georgian Choir at Melbourne 
Polytechnic. Her recent research interests include 
the interdisciplinary and evolutionary study of love 
song, human culture, sexuality and sociality. Her 
earlier publications, including her PhD dissertation 
and books, concern the relationship between music, 
gender, nationalism and political ideologies. 


CHANGES OF CULTURE AND EARLY 
HUMAN SOCIALITY 


The established model of human culture promotes 
individual marriage, sexual exclusiveness, and the in- 
cest taboo as intrinsic features of the human species. 
According to leading socio-biological theories, hu- 
man culture mirrors and advances inherent biological 
predispositions for these social institutions. Sociality 
and gregariousness are thought to be developed from 
the extension of individual families, monogamy and 
sexual exclusiveness. In this paper I introduce an op- 
posite paradigm, one according to which human so- 
ciality has moved from collective structures towards 
individual families. Culture, as a uniquely human 
characteristic, does not mirror biologically intrinsic 
domains; on the contrary, most of the time it restrains 
and alters them into socially agreed behaviours. I pro- 
pose that human sociality, including multiple sexual 
unions and gregarious social structures, is one aspect 
which got suppressed by the cultural advances of hu- 
manity as it shifted to individual family system. The 
connection between egalitarian sociality and group 
music-making has been discussed in ethnomusicol- 
ogy. Most human societies and cultures which might 
suggest gregarious and egalitarian forms of human 
sociality less constrained by “culture” are based on 
group music-making. 
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goomdqbogmeman, Aqbogmemanab emdgmMo, Iras Maboosggmab ngeSMabo 
5 jobMb LabgemdBagm qbagqMba®gGabs Eo gamMan Inosbdnbegmob bobge~mmdob 
Loggegham gomamdab domegba bobbogmgdmob sbmygamgdyema sMmeggbMo; 
300m LoMegodgamab bLabgemmdab mdamabab bobgemdbagm ymbbamge8mMoab 
GIBZLG-ab L3g309mabBa, 3g6GMob gmgadGMmbyemo dsoyengS bob Mg@o4GmMo, 
396GMab dag abagaMgdqmo 3qMbab ,jJoMaqma bomb ama AnbogomayMmo 
A_ZIMAIQeEgdab Amgeaggoe@nsba 3~qQMbo q3bmgacmo LA _weEgbHgdobmgob* Ige@oamg0; 
domo QrmgmmMym sbboIdm ,bo6obsb* 6930 ws IgImMJIgegdaM0 8Mmgd gdb 
bamddm3o6gemn. 

dobo bodq(36agMimr abHgMQbgdab La3gMms LgsbyHo Axybago~myMa Qmemge~mmMo. 
AMbBsba~Mgmds sJ3b damgdqena L6go~e@obb3o seanmmdMng ~s bogMmsdmmabm 
bsd9(36n9Mm Q3mMqddo, sMab L3o6qyMa bombo Lodmgmgdab Lobbo3~mm 3M9- 
dqemob d79d@aq6ge0 (2017). 


ALNSI BNONBSENL LIFIENMM BMISMBNGNISN — 0196989RHM39 
HOMO-POLYPHONICUS-(b 3G935 


AMdZ9EMbInsbo AqbLogomyAMo sbHngbgdab 3gecmo Joma FHMoea gaye obbEm4- 
AEH {Er AQbagoda bgsbgndo mMagoMGo BmMMdan asdmgennbeoo: gMan AbMng, 9d 
Bq{nbob Lodegmgoab LGodomyAMds LodbInsbdsd DqbLGoe ,ImoMam* Lodbodosbo 
gaqboMo, IgmMHq DbMng yo, FybaMn, AmamM3 GMosea3oymoe, bLomosbbengom 
b53930, Lmem 5339 04/309. Qgobob3bgemo BoJGo —3o3doMegdo (;6mdag~0 
L3060 gnbmeammab, abmod gam@sbab Immgebgmdob, Mmdgema3 Loggbomn 
3MI3MBA3NGSS@ 94/393 Y3ge9BIML, Mobo(3 ,yyMb Ims3Mog~@0": wWobygdeye~ma 
L306qM0 Co LoJoMaggemb bbgo gymbggdab boembaMHa LodmgMgdoms wo boas- 
MMdmgdom, EsDIMsgMJdqemn ZabMdsbagams ~s LomdghHm MIM Jd0m. SdR_IMO@, 
AmbLAb7d0do _obba~m yeas LgsbyMa BMow@a(3nQmo LobadI~mgmMm badydIgdab Lageyb- 
OFM GMHdEL3M0(309d0, GmMIEM|]ddA’Z, JgdemgadobesazoM@, sbobyenns 80%3qe- 
ByoMmbagab esdsbobosmgdgena jgormm-nbGmbs3ayMo0, IGM ym-MGoGBIgjemo wo 
BMIMBaQEMA QYMMIqQeg|d0, sGMMENge, BoCsbbydo wo 0.d., M973, edgmb beob, 
md bof89 agedgb mo60dg9e@%m39 Homo-Polyphonicus-ob 4(3ggobmeb. 


MAKA KHARDZIANI 
GEORGIA 


Ethnomusicologist, Doctor of Musicology, associate 
professor at Shota Rustaveli Theatre and Film Geor- 
gia State University and Giorgi Mtatsmindeli Higher 
Educational Institution of Ecclesiastical Chant; a 
specialist at the IRCTP of Tbilisi State Conserva- 
toire, editor of the Centre’s Bulletin, a teacher of the 
Centre’s short course in “Georgian Folk Music” for 
foreigners; a member of female ensemble Nanina. 
The focus of her scientific activity is Svan folk music. 
Has participated in various local and international 
scientific forums; is the compiler of a self-study 
collection of Svan folk songs (2017). 


ISLAM PILPANI’S COMPOSITIONS FOR 
CHUNIRI —- THE BEHAVIOUR OF MODERN 
HOMO-POLYPHONICUS 


In the Georgian traditional instrumental music of 
Svaneti, the traces of polyphonic musical thinking 
have been revealed in two forms: on the one hand, 
the stable three-part singing of the province has been 
traditionally been accurately “fitted” with three-string 
chuniri; on the other hand, the chuniri has been turned 
from a traditional accompanying instrument into a 
solo one. The latter fact is related to the activity of a 
renowned Svan tradition bearer Islam Pilpani, who 
turned everything that he heard—folk songs and 
chants from Svaneti and Georgia’s other regions, 
as well as cinematic music and operatic arias—into 
compositions for the chuniri. This paper deals with 
Svan traditional songs that have been transcribed 
for chuniri. They reflect mode-intonational, meter- 
rhythmic and harmonic formulas, chord system, 
cadences, etc. of the primary source, which clearly 
indicates that we are dealing with the behaviour of 
a modern Homo-Polyphonicus. 
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Bobbsab ymbbyM3Zo0GmManb dogabGMs6Go gnbmdqbogmemmansdo; 3md3mba3oob 
3539E93H0; B®Ms@agagqe@o Agbogob bogmmsdmMabm bodgmb (ICTM) b93%0; 
Loddmb Lod3mbaqdab, yreamAgaqdabs wo Ibmem@mam ymbyzqMg6(300b Imbobaeng; 
ZodmAggy6gdqemo sfgb AmbbLybqdgd0 Bodyg06 obammabyM ws fnbyAM szo~m|dagm 
JUMAGoem|SIo. HoGsMgoyemn ofgb gdb3gea(3agdo Jomonbosdo, SHsamsbeodo, ~mombbs 
Ed goddmexodo. 


8MEGMS3TEIGILN LOMIIGIMS VS INLN 39HNSGCNISN 69IMISNLS VS 
BNNIELNL SMOLNGNIL. 3N63NG/3NBSS SELNIBNIN 


RobodgMa wo WoboMBysda nbLAM AIFS {dob HMo~a gaye sbboddmb bIgmymow 
8063080 Ed GHoomsbOyjMs@ 393260 34j00. oMdMRGO Mmd dom M|3qM8- 
oda Hammgymo bsgMogab BMGoob, GmIgma3 oH SmmagmbayMow, 9H%sd9~ 
BIH IAMYAMbBaImsE omgengds, sfgh ymoHMosqoJGqemo LAM yAIByMo, Lowy 
daGomseE0 BM8Bgdo LH AmnJdbydo CEsdbdsMQq Hm BH gdabg06, GmI~|d073_ LEMogo 
MobdndI]3gMmdam Jd6ns6 IAMogo~mdMnsb Joegomb. IqgmMy gobbmdn~mgdss Bobgob 
Leda &gd3mMdMngo ,,comby~ — mHa 89G9Ms MI@BdIaM JgJdba~ma EMM. Maamyaemo 
doMansed bm8o Robgab gan RodmMBydam 033M]d9. 80MZqE~ cCmbgdy daMams~g@o 
Bm GHgdo 894dob gsMQdq LH qVeEmeagds — gh oMab Lodo~sb y3qgemsbq LEMegyo 9930. 
AgMMHQ CLMby| dg MoMMm|yero daMamseoo bmgo OOH |MImMemaMygdyenns gMa0 ~sdb- 
8s%Q bmGam, Ws Agbododoboe, 6obgh mMyxq_qH 4Q_Gm Bgemo BodmyM0396. Agbodg 
cmbyd9, ab obg3 mMMIosam~@gds ws y3{gmoby] Homo gd30 begds. JbIQm Ae Aqbo- 
3odo MamMAQEmA gh bbo~ma CsgndboMgd jens 08 CEmbydy] MmIgmd](3 dgn4dbo; 
bam Boamsboym Iqbajzodo 08 bbam~m|d0b bdoMa g9M%aMQdo Lsdngq ~embgd] 
MobdndQJ3ZMmdom JdGOb Loo Gob. yggmody bonbGgMgLM sMab ab, GmI od3gn0m 
49db63939ddo, 06m39(309d0L396 JaEMAgamMdS 30MHyjMd|ddo Agodengds ws 3Mob 
bsdag39 embyd 7 QMoEMnymse@, ab939, MHmMgMMyZ BqAgab gymMdsdo a3b3~eEg9d0 
JMrEMeymso aswoaw@|dyomn MQdo Mogab 8oMggembobgbosb gMmo~. 
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LIU XIANGKUN 
CHINA 


Graduate Student at the Shanghai Conservatory of 
Music. Started studying composition, piano, and 
clarinet at the age of nine, and was admitted to the 
Shanghai Conservatory of Music in 2011. After 
obtaining a Bachelor’s Degree in composition, he is 
currently pursuing a Master’s degree in Ethnomu- 
sicology. Member of the International Council for 
Traditional Music (ICTM), presenting several papers 
in its symposia, colloquia, and world conferences; 
has published several papers in English and Chinese 
in leading academic journals. Has carried out several 
fieldwork expeditions in Malaysia, Thailand, Laos, 
and Cambodia. 


CONTRAPUNTAL STRUCTURE AND ITS 
VARIATIONS IN TRADITIONAL KHMER AND 
THAI PINNPEAT/PIPHAT ENSEMBLE 


The traditional ensemble consisting of woodwinds 
and percussion instruments is known as Pinnpeat 
in Khmer or Piphat in Thai. Each instrument’s part 
in this repertoire, although considered to be het- 
erophonic instead of polyphonic, is found to have 
the concept of a contrapuntal structure whereby the 
skeletal notes are elaborated with excursive notes in 
faster succession, forming a layered texture of voices. 
On another dimension, there are three “levels” of 
tempo characterized by the Ching, a pair of small 
cymbals keeping the time with its open-closed cycles. 
Each skeletal note is played with each stroke of the 
Ching. On the first level, skeletal notes are played 
without intermission, hence this is the fastest tempo 
of the three. On the second level, each skeletal note is 
interpolated with one auxiliary note, and correspond- 
ingly the Ching strokes are twice as slow. Therefore, 
the row of skeletal notes doubles in length, similar 
to the augmentation of the subject in a fugue. On 
the third level, it doubles again, being the slowest 
tempo. In Khmer music, each piece is fixed to the 
level it was composed in; however, in Thai music, 
these pieces often become variations on all three 
levels played in succession, forming a suite. Most 
interestingly, in some rarer cases where genuinely 
innovative Thai virtuosos are involved, they may 
play in more than one level simultaneously, similar 
to the juxtaposition of the augmented subject with 
its original form in a fugue. 
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gZ0mMao AmobdnbeEgemob bob. ao~mmdob wosmengko bLobbogmgdmob Imb3zq~ye~o 
M™gJGmMHa (2018 Bemoe@sb); LEsgmmdes bLofoMngg~mmb GBgJbag~4 qba396- 
LaggGdo, goqMagGagabs ws GHyemg3mdqybogocgaab gyog~yemGgG0yq (2009-2012). 
2013-2017-Bem9 dda — agmash babgmdbaym “baggMba®gGdo, Iq36ogMQdabs wo 
baemmgbgdab 034M GJG0g, LAmMoab Indomoryemgdom, 0439 IgmM b8g(309cm- 
J9E SAMRas gnOMAQLaAgMmmans (6gmdd~mg. babm dobsMed9). LEsgeab 3gMameda 
aYyM qbaggMba®g Gob bomb yma LoImgmob axybeab by3gGo0. Mab sbomasdbMeas 
Joomdmbogmemams 3639 6(3agd0b, BmmygmmMamo ws LobymagMm Aybogob 
d99dab LogMnsdmmMabe ymby3gMJ6300b Imbsbaeng. 


S9M9MENL 3d LOJSHNIBINMLIIE 


Mbgdmdb AmbodMyd9, Gmd ZoMImbo LoJoMaggmmdo AMrenmmygo3zgoboab go3em0m, 
Mabgnne@sb dgdmgne@e. 7430, Oe smobadbmb, md 08 Logombasb ~5303d0M%9- 
daw boas6agdm 33emgg0 04/3 BoGsMgdqemo. EnbsdegqdoMQ ImbLybgd9, gMarn dbMn3, 
JyMeEbMds sgGmMab — AmamH(’3 MgbGogMoGmM-dgdILMemgdemab aodmi3e@amgdob 
ds, JQMMH] AbMng, BMmggboye~ (3m@bsb — OLAMmMayEo BysMmgdab sbsemodb. 
db336s sbamns: asMdmbo LofoMaggmmdo sMs Mabgnnewsb, sM%49e of sMbydqjemo 
AQMIAsH_yEMO grmemmbagdo~e@sb qe aogM3gmgeqmoym. agMdsbgm~mms dogMo(309 
393gob00d0 1817 Bgemb wonbym, M0(3 %298~Eqb97 QoJGBmMds asbodoMmeds, Jom 
ImmMHab, agGdobnsdo asWgbaemo bodGs6Ggoab, 9.6. LasomMsGobS dob ImdMomdod. 
B93 goL00d0 ggMBsbgmos BoMgZgEm0 M30 3e~mbos 1818 Bomb Ro~@gQdo. Jgd~@amddo 
damn Ma(36g0 gonbsM@s, sdomasb, y3gmsdy Igo, Essbemmgdom, 21 boJoMo- 
BgmEMda Ayr. asGImbab LoJoMaggemmda wsI330EMgQdOb LoJdgda aqMdsbg~mms 
B3mamby) BoM@odoMn BysMmgdo, QBoJGmdMngoe, 0% oMbgdmob. sdab Indgbo 
Loddmama MgIMgbLagdn9. Imgm~gbgdobs Wo RoJGgdob emmangigma sbs~mobo, ag%- 
dobymors asdmr3eamgdabs Eo bsdguyMbgm LoJdnsbmdab asgengbs s~gam~mmdmago 
A=mboberagmdoab g3mM6mMdn34qM% Es Bq{mBQMge (bm_gMqd0bq adenggo Log qdggmb, 
AMI gmJg00n — JoMa yea asMdmbab Rodmyomodgdsdo wqdejomme agMdobge 
MbL&oGgdb oes dogrema Imbsbamgmdo. 


NIKOLOZ JOKHADZE 
GEORGIA 


Invited lecturer at Giorgi Mtatsmindeli High School 
of Chanting since 2018 (the course “Georgian gar- 
moni’). Majored in power engineering and telecom- 
munications at the Technical University of Georgia 
in 2009-2012. Studied history at the School of Arts 
and Sciences of Ilia State University in 2013-2017; 
at the same time he selected ethnomusicology (su- 
pervisor Nino Makharadze) as second specialty. At 
the University, he was a member of the University 
folk choir. Has participated in the conferences of 
young ethnomusicologists, and Batumi International 
Conference of Folk and Church Music. 


THE PATH OF GARMONITO GEORGIA 


There is an opinion that garmoni was introduced to 
Georgia from Russia via the North Caucasus. How- 
ever, it should be noted that no special research has 
been conducted on this issue. The present paper is 
based on the author’s experience as a restorer-per- 
former on the one hand and his professional knowl- 
edge—analysis of historical sources—on the other 
hand. The conclusion of the research is as follows: 
the garmoni was disseminated in Georgia not from 
Russia, but from the German colonies of Georgia. 
The first wave of the Germans left for the Caucasus 
in 1917. The migration was caused by several factors, 
including the so-called separatist movement of sects 
that emerged in Germany. 

The first eight German colonies arrived in the 
Caucasus in 1918. Later their number increased, 
and Georgia hosted the most—about twenty-one 
colonies. There are no sources directly confirming 
the Germans’ contribution to the introduction of 
garmoni in Georgia; this can be explained by Soviet 
repressions. But the logical analysis of events and 
facts, including the influence of the Germans’ experi- 
ence and economic activities on the economic and 
cultural life of the local population, provides a basis 
to say that German masters must have participated 
in the formation of Georgian garmoni. 
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IM339N0 IVSNVS: GHILNIGNION SIQOBIENS VS AOIISN 
ROUND TABLE: TRADITIONAL POLYPHONY AND MOUNTAINS 


Godygo6a: 0MLIB IMMRdENS 
Speaker: JOSEPH JORDANIA 


Loymagmamsme (36mdomos Gmd Ib M@emamb 493M AMogo~@mbdnsba Bqm®yMo dansb Ggaombyddo a3Zb3~ge0. 
M54 Go34q~rs@, Imgen (s~39S0, d9em3z06gd0, 80M%96gg9b0, goZgobos, Bodom@mogdo, sbe@gQEdn) o6sb9396 IGogoembdnsb 
AMo@nagdb. gb BoJGo o~mdMsgh AMogom bLonbH MgbmM Ed YMOnMagszo3doMgdym gombgob: o4ga Oyo oMo 
M9009 LogMam mgabgdo 3mjgoem Mo IMsgombdIosbmdobs Es Amab boembydb? FoMImMo@agbb my os Jagd dobo 
ZoEO9MAQbab BoJGmMb gmzoemyMo IMogoe~mbdasbmdob GsMHdmdmdab, 96 aqgmaMogayeo osm 3oab bodayysemgdom? 
O3M3Q9MJdJO Mv oMs JngMsb Ha Imagmgdn AMogombInsbmdob Lbgs oMs-Iamnsb Mg2,0mMbgddo? 09 ~o AMogee~m Lge 
30Mb39%9 8obqbob asggdob goMegds JgeosMgQdnMNn 8g9MbL3gqGogZ9, Iogmod IMage~m Doanwsdg Jgndegds gobbo- 
cya ad6ob oMo dbmemme Inagmmes IMogombdnsbmdab JgwsMgdnmM0 ob3948 960, oMsdge Lbgo~w@obb3o Iongea 
boebab ba3nsmayMoa, 3ymBqQMymo, somMmadm-mmannHo wo L630 8%mdmgI9d0(3. 


It is widely known that many polyphonic cultures of the world are found in mountain ranges. Virtually all the mountain rang- 
es (Alps, Balkans, Pyrenees, Caucasus, Himalayas, Andes) host polyphonic traditions. This interesting fact leads to many 
intriguing and interrelated questions: are there any uniting features between the vocal polyphony of mountain peoples? Do 
mountains work as a factor for the genesis of vocal polyphony, or the survival factor of vocal polyphony through geographic 
isolation? Do migrating mountaineers spread polyphony to other, non-mountainous regions? Discussing these and many 
other scholarly questions requires comparative perspective, but Round Table is also open for non-comparative approaches 
on the polyphony of mountain peoples, cases of various mountain peoples from various, social, cultural, anthropological and 
other points of view. 
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GHMMIMEMaAn, FNEMAQbagmMmmMg|oa, Igbagmbo Eo o3GmMo. 33eg3b JoMayer, Gnd- 
JHYH CLS 98AVMO3Z9EM0 Ob~GAQE@A|dOb Bxbogob, bye~mmgbgdob, MymogoqM HMow@a3agdbo 
Od SH JgmemaoyH GoMImMImdab Bobomab. sb6sg3emab ob~osbsb qbaggMboGgGobs wo 
B2M0Q\MMbaab gMansbo 33m~mgZgd00b obELHoG®yGab chaMmImemanab Bo3qmGjHbg 
(b96 {Geb (gabgm), obg39, Jomod bay omMgab qbaggMboGaGab Iqbogob yo349~G- 
Gdg. CoMbjemdo 39/3609 ANdogo sdgMogob dnbgdab ab&mMaab dj bqyIdo, (36mdagr0 
GHMAMIMEmMaob, cmAGmH IoMaoM]8 Io~ab oboGy6Go, ym Bym@qMab Iynbq- 
dob 34GH9BMMHo Eo 8HmgqGob qdZgergbo gd 7d0 CaM_J®mMa, Aqdomde@o Lobsmbm 
gZobsmmgdobs ~o Ag~@asda ALMgmomb sdmmMaggbymo ws Lyamagmo jymé&qMob 
La3gMmgddo. 

dgo@anbs bImgabo shamermans JoMoryemn bsembsyo Agbajzo 019% Jq9096 ~ws 08jd9g30 
Gommmansbs eo bng6byJ JoMorxqmn AMsgeembInsibmds CEobsgmga MNMJgado. omab 
038MMa Bagbgdabs: GodgGQMa sboMggmgQd0, CEg@odOBab bLo3qMoby3gmo0: Gadgeob 
Lagmgbeng, dobs ws Lymn; §dg8qM0 80mMnaModmde; bogo6mbs ws GodgGab 6Inbes 
Lodmdb9: Laymab 69, omab MqeEo4GmMn/ImsMad6eno Common Msdob HsdI—gMa ~mm(330- 
mg babs: LodoMamab boGy3qd0. Mab 038MM (Em397d96HqjMa Mo~am 8HmaModobo 
Gdg Ho: MeEabgo dag%odo; Eo Mobs-8MmeEaqbyMo (:m3499976GqjMo Zn~EgM Bo~doabe 
Lagmsdsd do ~o30g9M: Bsgobmgdab abs 8MImboob 396. 


PETER GOLD 
USA 


Is an anthropologist, ethnomusicologist, musician and 
author, specializing in Georgian, Native American and 
Tibetan studies, including their music, art, religious 
traditions and archaeological origins. He has taught 
on the anthropology faculties of the California Insti- 
tute of Integral Studies in San Francisco and Indiana 
University, as well as the music faculty of the City 
University of New York. Formerly a research assistant 
to the eminent anthropologist Dr. Margaret Mead at 
the American Museum of Natural History, he had a 
career as cultural museum curator and is director of 
the Ancient Ways Project, a public educational and 
media endeavor on world indigenous and spiritual 
cultures. Peter Gold compiled the recorded anthology, 
Georgian Folk Music from Turkey and is a contribu- 
tor to the recent anthology and book, Georgian Po- 
lyphony in Western Turkey. He is author of the books 
Tibetan Reflections; Altar of the Earth: The Life, Land 
and Spirit of Tibet; Tibetan Pilgrimage; Navajo and 
Tibetan Sacred Wisdom: The Circle of the Spirit, and 
is editor/translator of the Dalai Lama’s sung prayer- 
poem The Words of Truth. He also produced the radio 
documentary Tibet: An Odyssey in Sound; and was 
co-producer of the video documentary In Beauty I 
Walk: The Navajo Way to Harmony. 
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oggoyemas 1938-1941 Begddo. ogo, Gmamh%3 sMJoGoJGq_eQma dggmo, Jgbyeos 3qemByMayqmo I793;30@Mgmdob qdMo3 dgammo 
Losda. msMdobo smmagbomo es MgbHogMoMgdqemos 1997 Bgemb. wCoMdsbo aomgmomns 500 segamdy. asdmaMig3o0 Jobo6odbo30 
SGVbLGogZ4qQMa Mgabgdgdom. gomgomabbabgdqemos goIgM ye ~Eo LodgmbayMa AgLagob ymbygM8gdabomgab. EeMdsbb 09d3969db Alex- 
sander Schuke Potsdam-olbs 30%do0b 3-do6yjommasbo 40-MGyaob8Mosbo mMagobo, Steinway & sons-ob RoM8ob mHo bLogmbyqghGer MHmooeo, 
goohbos (30Q3Mqem0 bdob BodbgMa L&yQe@as, ImdMog0 b3gbo, LomMy3qbGMm MHIM Es y3Zgero ab Agbsdemgde~mds, Gmdgmars Bobyomob 
096599039 Lo3mb3ghG~M CoMdosdgdab LogMmsdmrMabe LHosbesMG db. Lbge~@sbb3o Gmgddo CEsMdsbdo 3mb3qghG gdb doMos3~696 
ALagmamda Labgmasbagdgqeoa JoMaggmn Eo qR3bmgmo Ixybogmbygdo0, Jom ImMab: o. gmHmgn(30, 9. 898M0, E. JaeEM0, Mm, Mago, 
L. Mob GG, 9. gor~mgemrba, 8. MMbHMmImgoha. ymbbyMZGmMaob wo~n ~oMdosbo ~Em~gbs3 Lobberboghy bm3gMQdom (3bmgMmdb wo 
LgwoJomool IbadZ6gemmgobo ByMEBqQMqemo (3968 Mos. dmeam Gengdda ymbbaMgoGHmMoaab Coe ~WsMdsbdo B\MseaizoqemseO GBoMegdo 
Looboembem 3m6(39MGgd0b LaMos, AMIAge~mdA(’3 Imbsbaemgmdyb MobsdgeEMmggmdab godmAgbam~ma Bybagmbydo. 


THE GRAND HALL OF THE CONSERVATOIRE 


The Grand Hall of the Conservatoire was built in 1938-1941. The Hall has been as an object of national cultural heritage. The Hall was renovated in 1997. The Grand Hall seats 
an audience of 500 and is distinguished for its perfect acoustic qualities. It provides all the necessary facilities for chamber and symphony music concerts while its revolving stage 
and orchestra pit allow for opera performances. The Hall prides itself on a three manual forty register Alexander Schuke Potsdam organ and two Steinway & Sons concert grand 
pianos both in excellent condition. The Grand Hall has digital audio-recording facilities. In different years outstanding musicians of the world such as: A. Horovitz, E.Petri, D. 
Shtidri, O Reed, S, Richter, D Oistrach, E Gilels, M Rostropovich, etc performed on the stage of the Grand Hall. Nowadays the Grand Hall is one of the major cultural centres of 
the capital. It has become good tradition to hold series of the New Year’s concerts with the participation of prominent Georgian and visiting musicians. 
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830M] EsMdsbn Lobgadme goobb6s 1904 Bemab 7 bmgddgMb. WoMdsdbab wWsdaogMgdobomgab Mobbs goomgb 8g(396oG9dd0 3mbbeob8bg 
ommabs6mg9s ~s ddgdds 093mMd Eo L&gQobg Dydomsdgamgdds. WsMdsbob ob gMagMo 339M63y6gdb odsdo, GMI XX boy3q6ob wobsbyobdo 
Mda~@Mabda sMGHIMEJMEIS IgZIMombB os. sMJo HIG QM {mo goQ3mMHIgds ggqogb6ab (g6mdoe dboG3{oH--EgV3MM9 GH Hmgogb, GmIgmds(3 CoMdo- 
Dob dows gg~@emgdo es gFgMa AmeEQMbob LAam~mab dyMbaemo AydQMndgdom ImMam ws AmogoMeoyo; yg~@mgoab asbb3M%ng dsobob, dgm3mgqbab, 
grabzob, M7dabdGgabab sombSgd05 goberoggdqenn; WsMdodbab gegdGMmasbsmgdabs wo IAm8aMggogdob bLodqdomgdn Inemnsbs@ G439%G0b 
303d IgsbHyeo. 

830M] CsMdsbab 100 Beab mogbq Imbes dobo BoMgZebe@gea bLobam smm@ggbs, LMQma MgbHogMoQ300. MMobs@gomnsbo IGaM) woMdsbo 
gZ09mMnMRQ30 Jgbbadbogo sgqbGojom, sg yMgamoo (30Q\M geo bdab RodbgGo L&yQeoom, mmo Steinwey & Sons-ob ws Yamaha-b BoGdob bo- 
3M639MBM Mmose~mgdom. 


RECITAL HALL OF THE CONSERVATOIRE 


The Conservatoire Recital Hall was opened in a festive ceremony on November 7, 1904. 

The funding necessary to finish construction was provided by philanthropists Konstantin Alikhanov and Zubalashvili (Iakob and Stepane) brothers. The interior shows 
very convincingly that art-modern was already familiar in Tbilisi at the beginning of the 20th century. The architectural ornamentation is the work of well-known 
painter and decorator Novack, who decorated the walls and ceiling of the hall with carved and gilded ornaments. 

Busts of Bach, Beethoven, Glinka, and Rubinstein located along the walls of the hall. The lighting and wall tiling were provided entirely by the Schuckert Company. 
For the centennial anniversary the Recital Hall was renovated and restored to its previous design. Today, this small, 200-seat hall is distinguished by its superb acous- 
tics. It is equipped with a digital recording studio and houses grand pianos by Steinway & Sons and Yamaha. 
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adamabob gmbbaM3{oGmMns YIommgbo AqbLagsmyAMa gsbsmemgoab, IgILMAmgdemmdabes ceo Lodqjbogobd(3mebgm 
33029306 (3968 Mas LofjoMnggmmdo. ogo Es.Mbes 1917 Bmoab 1 Boabb. mogabo sMbydmdnb dsbdamby mdagmabab 
BMELIMZ5GMMaId sMBoMEs IMsgoemo asdmhgbaema Agbagmb-IgdILMyemgogemo, JoMnggm 3mI3mbBa®mMos wo 
AgbogobdmeEbgme Imgma Momds. dombje Cagens 8MgbHagygen LogMmsdmMabe 3mb3qjMbydb] aodoMRggoeye~r 
LHqLVGGO My ByMbLesdmsgMgdqemme bos. 

BMbLIMZ9GMMasdo gbymds Lbgseobb3o0 Lobob AqLogomyMa |mMnIgd0, MgbsqdmagzqMha ory LoMmsdmmabm 
36 3.9Mbgd0, bodg36agMM LadImMbBayIgQd0 Cs 3mbyqMg6(30gd0. 


GMILNGCNILD AMSBONbINSEMSNL JBVIBNL LIIMDISIMMNLM GIEGAN — CessMbes oybqb3m-b AboMesdgman 
2003 Bab 1 mgdgMgommb. (396 8Mb ofgh QoMam LogMmsdmMabm gmbGHoJG9d0, LodmgoMaoMgarymn dsanHm 
OBL 8Msmoasda. gobsbmM3ogmo sHsgMan LogMasdmMabm 8Gmg4Go, dom ImMHab, ogbgb3mb JoMorymo 3m- 
MaWMbnab ws;3gobd Ws gobgamMoMgdob LodBmosba BHmaMsdo (2003-2006), Gmdmab ysMamgsda wosMbeos 
(396Gb BgMameEyeo mMJ6mMg060 doyengHj60, aodmaiy3e JoMaggm Ig3bagMms gnbmdNba3m~mmangMo 
693393900 abamabyM 960d9 ws JoMagqemo bomb yma AgbozomaAMa IZdImMAJIgEJd0L bobgmddmgs6ge~m mmo 
CD-am JoMayen 96909; RoGeM@o 10 QmemgmmMamo g4b8ge@a309 wo LogyqQd3Zgemo RogysMs JoMagqmo gym—en3- 
MomMHab gmgJ®Mmbyem Imbo3qd-mo dobob. 2006-2008 Gengddo ggbob ymbmaModsMJagmsb6 mobsdIdIMmI~mdom 
(395GMIs goImb3o0 bojJoMaggermda ws(3qQemo QBmOMaMogab (3gam~mab mamgoggdab goHoemman eo 16 CD 03 
Loomdagm fobsb69Mgd0m. 2010 Bgerb sdgMagymds 309md(399~md03 Nova Science Publishers-do obamobyH 9609 
Z09ML (39 (3968 Mab BngH AMAdS~@|dNQEMa Qbyagdab 3gMHgoqeno gJ~m bofoHngg@mmMeoct: Jomago 3me~mogmbook 17 
03999680. 2014 Baemb dgMemnbob QmbmaMsdoMJogm06 gMooe, (3968Mds Imsdbseo Ls asdmby3s bogbo gJr 
BoGbyemoe@sb: JoHag9e 8y39M9 bodeg%g60, ob yG60e0 (3g0c~mob 00363969 3g%d5bo05do, 1916-1918. 2017 
Bgemb (3968Ma BobsobdeEmdes g3ghmdsqeo gonbmdgbagmemgoymo LogMmnsdmMabm mMasbobsganb bLydobomb 
ESEM 2017. gsdm3gdymos Bobs go Lodimbaydob AmbLyb_dgdOb yMQd~qeEmgQd0 (2002, 2004, 2006, 2008, 2010, 
2012, 2014 co 2016). 


BMELIMZ9GMMaab HMowa3axymo IMsgombdns6mdab (39680 omob ESEM-obs wes ICTM-ob by3gm0. 


THE V. SARAJISHVILI TBILISI STATE CONSERVATOIRE 


Tbilisi State Conservatoire is the center of musical education, performance and musicological studies in Georgia. It was founded on | May, 1917. 
Since the day of its foundation the Conservatoire has brought up a great number of outstanding musicians, performers and generations of Georgian 
composers and musicologists. The list of the Conservatoire’s students and graduates — prize-winners and laureates of the world’s most prestigious in- 
ternational competitions, is quite long. Many remarkable musical forums, national and international competitions, scientific symposia and conferences 
are organized at the Conservatoire. 


INTERNATIONAL RESEARCH CENTER FOR TRADITIONAL POLYPHONY was founded on | February, 2003, with the support of 
UNESCO. The Center has many international contacts, including a Foreign Bureau in Australia. The Center has realized numerous international projects, 
including, most prominently, a three-year UNESCO program beginning in 2003 for the Safeguarding and Promotion of Georgian Traditional Polyphony. 
As part of this program, publication of a bilingual bulletin (Georgian and English) was initiated; a book of essays by Georgian ethnomusicologists 
(in English) was published, along with a textbook on Georgian folk music with two CDs (in Georgian); 10 folklore field expeditions were held; and 
an online database of Georgian folk music was created. In 2006-2008, a Catalogue of Wax Cylinder Collections in Georgia, and sixteen CDs from 
the archival recordings in collaboration with the Vienna Phonogram-Archive, were published. In 2010, Nova Science Publishers, an American firm, 
released a book of essays titled Echoes from Georgia: Seventeen Arguments on Georgian Polyphony, which was prepared by the Center. In 2014, the 
book and CDs Echoes from the Past: Georgian Prisoners’ Songs Recorded on Wax Cylinders in Germany 1916-1918, in cooperation with the Berliner 
Phonogramm-Archiv, was released. In 2017 the Center hosted ESEM-2017 (European Seminar in Ethnomusicology). The Center has also published 
proceedings of previous (2002, 2004, 2006, 2008, 2010, 2012, 2014, and 2016) Symposia.The International Research Center for Traditional Polyphony 
of Tbilisi State Conservatoire is a member of ESEM and ICTM. 
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DIMDILN 6L6IGN LNIVIMNL LSIMDISIMGNLM GCIEGHN Io04d65 2001 Bgmb. dobo Jg4dbab obagynsGmMos 3-60 show 
HJmdsod30e0. 
oe. ae IMoZ9MdbMng 8Ho5JGa3q~ Lofdnsbmdob Cs 7339 93gM0 LoboMagdm@m LoJdob a939mg9d9(3 ImobEGm: bog3q4d3qe~m0 
RoxyoMs LoqoMaggmmb es q(36myM% sHJ039ddo Co3xyeno JoMaqemn bomb yMo LodmgMgdob QBmbmrRobsbyMQdab, gabm, yBm8m, 
30Eg9M ws bbg. Jsbo~mydab oMmfogb. 
LoqoMaggemmb omsde@g Gsambda bomb yn LodmgMgdob bobeEobIgqmn mbBoG dab bamddmgo6gmmdon dgJdb6o sbhomasdbMeoo 
MMBdoMad Lygmemgdn. MobsdIg—eMmgg joagqMboemyMo GoJ6o30b aodImygbgdam sgadboMyob d3qcm LodgdILMyengdemm GMow@a3agob. 
Lofdos6mdab gMim-gMian qdbadgbgemmgo6gbo LogMims d3gqgma RmbmPobsbyMgdab gsdagy3{Mo, LobmBrm 3Mgdyengdo0b dgwagbs ws 
208m(398d msdgMyemo wabygdab Lobom. wsbygdyemos LoGoab boyzqbob semmemans 3083909 (1901-2001 6.6.). 
o4gb goHam bLogMasdmmabm qMnngMamdgdo LsbmgoMasMym sMbydqm JoMagqmo bombyMa Lodmgmab sbbodIdmydmsb ws 
obm(308(309dM96, BmbMsMJnggd006, bodg(360gMM ECs Lodndemomagge (3968Mgdor6. 
GH9HJob QmemgemmMyem Lomsdmgab, B_LGogoengob, gmbzqMbydb ogmgbSogyMo Kayggdab, Lomysb6mr obboddemydobs ws ob~@o- 
Z0EMsEmyAMo A_ILMYEgdengdob Ambsba~mgmdnm. (396HMIS gobsbmMMgage@ms ayOgb3mb JoMayma Imemagmbaob ws33o0bs ws 
ZobgamsMgdob bodbernsbo 86maMods (2003-2006). 
bab Bymdb Jomagmna boembaMo bodmgmab ydbadZ6gemgobgb 8%mdemg99db] bo9q(36agMm 3ymby3gMb30g9d0b9 |o Lod3mboy- 
Agdab AoGoMgdob. 
(396895 2003 Berow@sb emgd@] g09Mb 39 30-deg Lobm8rm yMgdqmo, sy~@omdsboms (dan Immob — Gbmdo~ma Jomaamo 
boembyGo Ladmgmgoab (3omggajemo bd9an), Lsdq(36ogMm ws LogbmdsMHo babosmab bngbgd0. smbsbodbogn0: Jomoryenn boembyMmo 
bodegmgdob! ambmhs6569M9d0 (1901-1914), Jomorgera 3mbmbsb56 96480 4(36mgado (39 Goemman), baGos Jomoayenn boembyGo 
bode gmab mbGoh 940 — bsdgghgem (5 Boab) wo gyno (4 Bnabo), GMowo3oyemn Anbaze JoHnger- 536s d4H ~nser™g do Cd 
Lb3. ggobab36gmo dobdIGsdqHo BsdqdqgoMns Joma boembsyin Igbojzob sbame~mgos, GMIGMA’3 IMIdDS@@S sdIQMOg~yEro 
3909390 emmd9 6m30 boagbb dodcmodqmboboagob. 


THE INTERNATIONAL CENTRE FOR GEORGIAN FOLK SONG 


The Centre was founded in 2001 on the initiative of Mr. Anzor Erkomaishvili. 

It undertakes versatile practical activities and has already carried out many useful projects, including: preservation of Georgian folk songs by the creation 
of new archives based on collecting and restoration of audio recordings, film and video materials, 

as well as other related materials, wherever they exist in the archives in Georgia or abroad. 

It created suitable conditions for masters of Georgian folk song in ten regions of Georgia to pursue their art, and to instruct students through special schools 
to become masters for future generations; to record and document old performing traditions by using new audio and video equipment. 

One of the most important spheres of the Centre’s activities is transcription of archival recordings, creation of musical scores for publication in anthologies 
and issue of compact discs. Publication of the series of Centenary Anthology /1901-2001/ has already started. 

The Centre has established wide international contacts with Georgian folk ensembles, associations, sound archives, libraries and centres of study. It holds 
folk concerts, festivals and contests with the participation of authentic groups, family ensembles and individual performers. The Center was involved in the 
realization of UNESCO’s three-year (2003-2006) program for the Safeguarding and Promotion of Georgian Traditional Polyphony. 

It promotes holding of scientific conferences and symposiums on the most important problems of Georgian folk song. 

Since 2003 the Centre has published about 30 transcribed collections, audio materials (including those with separate voice parts of the well-known Georgian 
folk singers), scientific and reference books. The most noteworthy of these are: The First Sound Recordings of Georgian Folk Song (1901-1914), Georgian 
Audio Recordings Abroad (a catalogue), series - Masters of Georgian Folk Song: Samegrelo (5 books), Guria (4 books), 

Traditional Music in Georgian-Abkhazian Dialogue and others. 

The last major work is the Anthology of Georgian Folk Music, prepared for the publishing house Nova Science Publishers, New York. 
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LogoMagge@mb gmegemMab bobgmdbagm (39680 (ymRnmn boembyMn IgdIm{Ige@gd0b Lobero wes bomb yMa IgdImMAIQeE db Lo- 
8g9(362gHM-Ig-ameyGo (396GG) IgnJdbo 1936 Ege@b, 03969 yYogobndgamob, go6G0bg 3m GgGadgomob, wendn@Go sMoyodgomob, 
39H MI OMYVQMasb, aMogme Abn3godaob, Msds% Isdomadob oba3nsGagom. Lbgseobbgo EMmb (396HMb bgmdIdmgob6gemmdeo6y6 
dobga~@ Jasmmdmadgamo, aMagmen ymy3gmsdy, 3oEmgMasb (39a9Mgodgam~mo, Jabgo~ RaMabsd3gom@o, M9300 3gMgbgm@odg, (3absbs 
dmrBgRsdgamoa, gomMao ~dJo30dgamo; sdgysdse@, Iabo sodabMaymgdgema EaMadJHrMos gamMgao embody. 

Lod9Mbgdn@ob EM|I@| (3968 MOb 8MamMaHh]yG9d0 YRgegemoo: bomb Mo JgImAdgegd0b Lbgo@abb3s CsMaab badqdas Imdagds, 
3302932 Ed 8E3q\MsMnd9(309; JoMOYea ymgRob BMm(36oeE QBommgmmMym 3Mm3ghgdq 0330HZqd5 Ed YMRO@Sb godJMomo 
QMMgmmMMyemo yobMgdnbs ws bndydIQdab ommagbo-go(3mgbengos; JoMayQmn BmeEyzemmMab ImdqmoMabsgns ~o ILMe@com 
BIMAHYM QM IHm3g9b9ddo RoMage. Bmgdob asbdogemdsdo QmmgmmMob bLobgmdbaym (3968Mdo AgngJdbs qoo3s~mqMn oM- 
dogo, GMAgmda’Z CaGYmoe: JoMaqmn boembyMa LodmgMabs ws boggm9bam boasmmageme bobm8r bgambsby%Qd0; I~n@sMo 
bambsBgMo, BMGBM OS EM39d76GQMA Dobos; LonbGgMgher bodMmdgd0 JmMameamanabs Es gnbmagbogmemansdo... sdgsdo 
dg9m0 LosHJogm gqb8mboGgd0 gobmsgbgdyeos QmemgemMab 3g76GMab geng_d@Gmbyem bonbymMdo3a0m dobsdo. mem om- 
Beg aqemdoa sdob (093085 IEa@sMo bogdb3ge@a(3oM s4EAM-\MBM-Zgo~EIM OS LEM34I76GqMo Iobo~ms, JgoJdbo (396 Mob boJdo- 
s6mdab sdbob3gg7em0 |m8mr-ga~@gm Js80s65... 

QMMgemmMab (3968 MIs mem Bengddo aosdmbgo: 20-deEg] sQ@amM Eo gMan ZaEQMsmMdmda, MabA ImbmMaMegns, bo~mbsyMo bLad- 
_MQdabs Eo Logommagems 5 LobmMBr yMgoqeo, ImMgmemanqM CsdHmIns shameEmangdo, ImbynMn BgsaMbaGy3agMgdob 
BMQOQEMO, 930M] QMEMygemMyemo mg dba3mbo; go~@s0EM boda Amyzeng_dIAGMogosbo c:m34yIV6GB Mo gamda. Inde@nbsM) Bema~@sb 
QMmmgemmMab LobgemdBag}m (3968MIs, LofoMngge~mb bgmoby@mgdab abagoGag0m, JoMayeo Bmmyge~mMab 4390 Imgero- 
9(330b Bobbam, Eosabyr (3968 Mob Mg,0mbyemn BsMIMdoegjbemogdob Jbgmob dg4dbo. 
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STATE FOLKLORE CENTRE OF GEORGIA 


State Folklore Centre of Georgia (former House of Folk Art and Scientific — Methodological Centre of Folk Art) was founded in 1936 on the 
initiative of Ivane Javakhishvili, Vakhtang Kotetishvili, Dimitri Araqishvili, Varlam Topuria, Grigol Chkhikvadze, Tamar Mamaladze and oth- 
ers. At various times the Centre was headed by Mikheil Mgaloblishvili, Grigol Kokeladze, Valerain Tsagareishvili, Mikheil Chirinahsvili, Revaz 
Kereselidze, Tsisana Kochechashvili, Giorgi Ushikishvili. Current executive Director is Giorgi Donadze. 

Since the day of its inception the Centre has immutable priorities: seek for, study and popularize the examples of various branches of folk art; 
observe live folk processes in Georgia’s mode of life; revive and publish vanished folk genres and examples; worldwide popularization of 
Georgian folklore and its inclusion in world cultural processes. Unique archive has been created at the Centre during years, where preserved are: 
notation manuscripts of Georgian folk songs and church hymns; rich oral, photo and documentary material; interesting works on choreology and 
ethnomusicology, currently old archival materials are included in the digital information base of the Folk Centre; in the past years it was supple- 
mented with rich expedition, audio, photo, video and documentary material, created was the chronicle of the Centre’s activity... 

State Folk Centre carries out fruitful publishing activity — during the last years about 20 audio and video albums, four monographs, 5 scores of 
Georgian chants, anthologies of choreology, collection of Khevi folk poetry, folk dictionary and three short documentary films were issued. For 
the better preservation of Georgian folklore the Centre has started creation of its regional network. 
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(39G0b0, 18 dsobo, 2001) 
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“One derives a highly significant musical impression from 

Arnold Schonberg’s “Jacobleiter”’ and the recordings of 
Georgian polyphonic folk singing. This is a tradition of 
active execution of music which has roots in the remote 
past; it is also a splendid discovery that is capable of en- 
riching the performing art more than all the acquisitions 
of modern music... The yodle, known as “krimanchuli” in 
Georgia, was the best I ever heard”. 


Igor Stravinsky 
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Jb TAN AHSBSON6EANSEN 606930 


FILMS 
DAN SHUTT (UK/GERMANY) WASHED BY THE MOON 
HUGO ZEMP (FRANCE) POLYPHONIC LULLABIES OF KAKHETI 


NONA LOMIDZE (AUSTRIA/GEORGIA) 
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DAN SHUTT 
UK/GERMANY 


BMnGobgm~-agMdsbgm bo~mmgabo, a33Eng3b OE_HGmdob, BqmByMobs wo GMoea3oob Agbogob bodgqomgdom. ogo Jdb6ob we 
msgabo Lobgemam asdmb3gdb gqb3qMndg6Gyer AgbLogob. 2017 Bammb JgJd6o Qam~dob IBsMAmdgema odmygo~@gdgemo ymdsobns 
DANCHFILM. 

AmgZo0Mawm asbdsbamgda Jobo 3aM3qmo Bam~Mdnd. 


British-German artist whose work explores identity, culture and tradition, especially through music. He releases experimental music through 
his own record label and established the independent film production company DANCHFILM in 2017. 
Washed by the Moon is his first film. 
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MgyobmMn: ~es6 dogo 

m3g9Ms8mMn: abss3 ab{agago 

B gen: 2018 

bs6aMdemngmds: 57’ 

96s: semdsbeyMin (nbacmabeymin byd,808Mgd0m) 


830M 956d3s60en7S0 sHab semdosbyMHn AMsgo~mbdosbo LoIMgMabs ws 93 9dZq60gM0 wo BagnbygQdayeno HMse@a(3aab bagm(3b- 
mobboMosbmdob qrearegbo Sgad0, Ioxybgro30@ goMesygZoem0 (33mMamMgdgdnbs. LodbMym smosbgaab gobbo3qoMgdeymoeo 
msdsdbo dpbgdob 3mboq “Kénga Labe”-b bodo memdab AmAM|_MM|d0 LodegMgdab Lodyomgdnm LoydMmdg76 dom MMI 
Laymag jo3d0Mbq 0d AgbLogoboo6b. 


WASHED BY THE MOON 


Director: Dan Shutt 

Cinematography: Isaac Eastgate 

Year: 2018 

Duration: 57’ 

Language: Albanian (with English subtitles) 


Washed by the Moon is a grand celebration of Albanian polyphonic singing and the resilience of this beautiful and neglected 


tradition in the face of inevitable change. The singers of “Kénga Labe,” from across three generations, explain their deep spiritual 
connection to and through their songs, against a background of extraordinary southern Albanian landscapes. 
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3038) 69930 
LSBmd639010 


HUGO ZEMP 
FRANCE 


303980 ~=FILMS 


dsbge@ob (IggagoMos) 3mbbgMZsQmGaab CobsM@Bysda obLHM7IVG6S_d0b L3g3ns~mdam wWodmogMgdob Jgdega, soM0Bdo b6o3- 
MMdES JDEMANLAgMEMaA obs Es SbOMmsmemanob. Ig96bosbg gob3gersde@q (2004), 37 Emab asbdoge@mdsdo I-qdomd@s ssMabnb 
oEdnsbab A_BzAaL Lodg36agMm 33m~mgggd0b AMmgZb4qmo (34768 MaL gmbmAgba3memanyGa 33~mg30b Ya7VQdo. Imbsbam~mgmdeos 
gdo3geQ0(309ddo gm @’ng49Hdo (Csbsg~mgm oQGngo), Lo~mmdmbab gybdyemgdb] (BybsMa myggsbab wobogmgon), g3Mm3sdo 
(dgg90(3oMn0, LagoMaggem, aGoemno). 16 Geral dobdae~mdy] aym bodg3bagGm 33mg3gd0b AMegbyen (3976 GMob RobobgMgdob LaMoob 
A539M0 MQ@JG®mMa, sbbogmow@s soMab-nJb-bs6G Mab qjbo3qMbLGjhdo. 

Mangdob dager 33m~mg30MN Lofdosbds Doxydegbo gmgomyMa Es AbbLA|MAIGGG {emo AMsgembdInsbmbab AgLBsgmob. yggegg3ob 
Logobos sq@amgob momo Lodvyomgdgdob asdmygbgdo 33mg30b dJgeygagoab 8sMgdbgbGo(3oabsmgab. Jabo GggobmMyeo 39Mbos 
0dd-do go53H(3gmMs LogobdIsbsMmgdenm Em3ZqdIZEH NM Romdgdab MgbLqyMb-(3966)Hdo. 


stab sg GmMo gomdgdabs: 0%] “omab Igbo zo (1978); 35834, 30b (058-9053.980 (1978); by Bobb cs Bm BqQ0b Jonmsbocon (1986); aers- 
Goedo (1986); 024730630 co amecno (1987); osg0bdn9%o bAs, 039M c0bda9%0 bd» (1987); m39%8mbgd0b bode» (1990); msdsHabs 
(od MmdoMHab (gMds (1998); doemogmbob mbG5G780: bsdgcomgz0sGen (089750980 (2001); dsesgmbab mbGoG de: 5boeng0 BHeogd0b 
bobsyemo (2002); Bsemogmbab mb§58980: 67 Cd 3607580 (2002); Boemogmboab mb/hs980: JggmdsHe, 39n0cmo ayob dqbo deo- 
35d56988 (2002); 9360370 emoambal Bsbsdgto 066469976980) s6b5dde0 (2004-2006); bos jo, 93603970 Byboagmbo (2005); 
bodgcomgnsim bogsemmdengdo 353,30bo0b boJomong900me@sb (2007); ByGosbsb IGs35embdns6mds: bo33mb %3a%790 (2010). BaMosbob 
boome@amdm boy30%980 (2011); mdocmob yo cry 30: 9756 ImdoGs0d3am0 CE» Gabo 465939940 (babe (3a(3adZamar06 gor.) 
(2012).d390(30H0Cm0 ampemo — 30 Bemab d98c098 (2015); zobga0b by Maeno bodeg% 940 (6abm eEmmdndghors6 gos) (2016). 


After his diploma as percussionist from the Conservatory of Basel (Switzerland), he came to Paris to study ethnomusicology and anthropology. Until his 
retirement in 2004, he worked for 37 years in the Ethnomusicology Research group of the CNRS (National Center for Scientific Research) at the Musée 
de l’Homme in Paris. He did fieldwork in West Africa (C6te d’Ivoire), South Pacific (Solomon Islands), and Europe (Switzerland, Georgia, Italy). For 
16 years, he was general editor of the record series Collection CNRS/Musée de l’Homme, and he taught at the University Paris X-Nanterre. Almost 
all of his research is about polyphonies, both vocal and instrumental. Main concern is the use of audiovisual means for research and for presenting the 
results of research. His complete film work is distributed by Documentary Educational Resources in the U.S.A. 


Films: 

"Are’are Music (1978); Shaping Bamboo (1978); The Wedding of Susanna and Josef (1986); Glattalp (1986); Yootzing and Yodeling (1987); Head Voice, 
Chest Voice (1987); The Song of Harmonics (1990); The Feast-Day of Tamar and Lashari (1998); Masters of the Balafon: Funeral Festivities (2001); 
Masters of the Balafon: The Joy of Youth (2002); Masters of the Balafon: The Wood and the Calabash (2002); Masters of the Balafon: Friend, Well 
Come! (2002); An African Brass Band (2004-06); Siaka, an African Musician (2005); Funeral Chants from the Georgian Caucasus (2007); Polyphony 
of Ceriana: The Compagnia Sacco (2010); Easter Horns of Ceriana (2011); Duduki of Tbilisi: Eldar Shoshitashvili and His Students (with Nino Tsit- 
sishvili, 2012). Swiss Yodelling - 30 Years Later (2015); Table Songs of Kakheti (with Nona Lomidze, 2016). 


68 


6M69 &MaNdI 
SBLEGN/LOSMOIBILM 


NONA LOMIDZE 
AUSTRIA/GEORGIA 


303080 ~=FILMS 


Abogab sgabGMa, WosdmsgMs Mdomabab Lobg@mdbaQ\m ymbbgaM3{g0HmMos Agbagmemanab b38g3ns~mdom. aym mda~mobab 
BQeE0AMaANVMO ALGO Gob 49(3609H-dqjdogo0, Mdo~moabab IqbogosmyMo szoe@gQdoab 8g@sgman, LofoMaggm~mmb Ggmgg0bnabs ws 
BMHQLaL AgbLogoemyMa Jodmdbogngge@o. 

aym 3g6ab AgbLo3ab qbagqMbaG®gGobs es bodgdILMyemgdem bacmmgabgdab sbabGj6G IGmayghreMHn (SoMImbns Cs 3mbGH934j64 Go). 
dByddseE oMab ogbHMaabk Ig3bagMydome szo~@gdonb 3g96ob ymbmaMod-sMJagab ~IGsqm MobodIIMmdgeno (LgwRsMowen goMogemadob 
BIMBVMH EMO Lofdosbmdab Qadbo(gos 396sdo, o8MbyMa Eo ogbHMoyemn ZymBy_Mayqmo qhnagMamdgdo, 3960b gmbmamodom- 


Jogdo wsgqmo JoMnggma GBy399d0b BobsbyMg0). 
Hab H59Qj60d9 LAoGoob ogGmMo ymd3oyGB Mab Lodeyoemgdam JoMayema IMsgambdnsbo Lodmgmab asdogMgabs wo 396ob 


Jongg gdMogmos LomgabGmImb IghazomynGa 3qQmBjMob Igbsbgd es MmoboogGmMo jam S7d8ab gQawmdobs yobgooob byy- 
3 Gye bod~gm% do (2016). 
Hab g96ob Logminsdmmabm 8Mgbob Lobmasemgdob by3M0. 


Master of Music, graduated from Tbilisi State Conservatoire with a specialization in Musicology. She worked as a researcher at Tbilisi Pedagogical 
Institute and as a lecturer at Tbilisi Musical Academy. She was also a music reviewer for television and press. 

She worked as an assistant professor at the Vienna University of Music and Performing Arts (harmony and counterpoint). 

At present, she is a freelancer at the Phonogrammarchiv of the Austrian Academy of Sciences (Documentation of the Cultural Activities of Sephardic 
Jews in Vienna, Cultural Relationship between Japanese and Austrian Culture, Recordings of Georgian War Prisoners at Vienna Phonogrammarchiv). 
She published several articles on the computerised transcriptions of Georgian polyphonic songs and on the social aspects of the musical culture of the 
Georgian Jewish community in Vienna. She is co-author of Hugo Zemp’s film Table Songs of Kakheti (2016). 

She is a member of the Society of the International Press in Vienna. 
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BObIMN AMOBONbINIEN 696081 


MggabeMgdn: Fyam bgd30 ws Bmbs e»mdndy 
bsbamdenngmeds: 60’ 


2 Bemab 606 bod38mbaydb]J 60A3969d0 Qom~mdab jobyGo LygGyemo bodegMg|do IgIe ga, QL Qomdab saMdgemgdb omdmbsgmgm boJo- 
Magg~mb 94 3qQ~mbob AMo3;9embdosbo Lodmg|Madab AgbLbsgm@mob. s934930b Eobsdobgdge~m LodImgMgob 34gno bobs. mydI(3o CQ~@ob dagM 
mo30ba Aga~mabagab obeogZo@7jomyMoe bsIM|Ma nogbsbgd0 boggMboemyMns, Jomenme MIE 76099 Jggyobob odgb bo3mbi3qMGm 
L(g962d9 AMoZ9mbInsbo 5336ab LodmgMgdab Logsesbb3o AqbajzomayM CEnom|J Hg AgbMyjemgdab GMoea(309. BMH Aq Gag, Iosors6 
d303dAMQdQEMa LoMaGyjorm LodImgMgon 6) boerm3030 6065 96 boem(zog0 0536560, GmMAE|b0(3 Eabs-JMabSosbyemo M69969- 
3036 OMgQdL Lomggb EMg_IE] sMob IZ7IMMA AGO FMsEn {AVE yMbSodbSdo. Go~eEg06s(3 09 Qam~db googMgqmgdb o38gM03%yer0 
SMHdGMIQM (ZONE MMHasbobs no yLogobIsWCs-memgdem EM37IVHGB QM MgbyMbyd0%, Qam@mdab Lobbsgem 3059339306 39%a39%O] 
(BBsegdob 84m(3g9bdo), asbeaogbegdo LEsg~moabo ws LOsg~madobsmgab LodaGHm nbgQmMa(3os. 


POLYPHONIC LULLABIES OF KAKHETI 


Directors: Hugo Zemp and Nona Lomidze 
Duration: 60’ 


After Zable Songs of Kakheti, shown at the last Symposium two years ago, this film continues to explore the polyphonic singing of this eastern 
province of Georgia. In Georgia, songs performed to lull a baby are called Nana. While individual lullabies sung by a mother to her child 
are universal, only a few countries have a tradition of polyphonic cradle songs performed in different musical dialects on the concert stage. 
Furthermore, related ritual songs, qualified as prayer Nana or prayer Iav-Nana, take their roots in pre-Christian beliefs, and have survived 
in their traditional context until today. As this film will be distributed by an American non-profit organization connected with “Documentary 
Educational Resources” (DER), a Study Guide on the film’s webpage (in preparation) will give useful complementary information for teach- 
ing and studying. 
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Z0dMb BGamb 693%gd0 oM0s6 asdMag~m DobsMosd30~@0, sbEM|. BxyIMRA ~o DoMam JIm- 
Hg. HHsOnG3oyema IMogo0embdInsbmdab bodBmboyIIo Bom 380M%3gqe@mse@ 2016 Bg~mb doomgb 
AmboBa~MgmMds Ed BoMAMoeEgobgb mMa AMoZ0embInsbo GMo@a(309, MMIQEA’3 GHMmbSmdo 
LM Q{megds: JoMaqmn IMsgombdnsbMds wo QZMonby~o Mo~@bo Imermb. 2016 Berab smemb 
LogoMnggemdo oMagMa mysbym mogyHommdsdy Imgmab Jgde@gqa, %3a7QIO aodmb BMom 
(00M]30 Lobgmoe. cb~@MI|o (qnbmdqbogmeman (os dgdLMyjemgdge0) o Dabo gogo g9dm dob- 
oMsdZa~Mgdab IMAM|Mommo Myxsbab BggMgJdn oMSb; aLabA A~gMasb JoMarxy~@ IMsgoembIne6 Lod- 
MQMQdL myYxsbyH Ls BomgbosMym empbobsboymgddy Os gobtma Ms ZdMeENs6 bygbody] 
AMMAMBGmda, Gay amMgbs Es LogJoMmggqmmda. IoMGom, gobmAgbagmeman, dom~myzobsymo 
Ladmgmab L8g3nsmab Gos, GMIgem0(3 LEsgemmdb Joma yen IMoZg0mbInsbmbob sbeEMgsbmb ws 
ZodMbS6 AMMsE Ed sbMymgdb LoIM|_M|db JobsMsdga~gdobs wo Logo M78IgMBoMo@ob. 
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GABO’S TRIO 
CANADA 


Gabo’s trio is Gabriel Makharashvili, 
Andrea Kuzmich and Mario Morello. 
Formerly known as Trio From Cana- 
da, they first attended the Symposium 
on Traditional Polyphony in 2016, 
representing two polyphonic tradi- 
tions that are practiced in Toronto: 
Georgian polyphony and Ukrainian 
ridnyj holos. Towards the end of 
their 2016 trip, after singing at many 
Georgian family tables, they started 
being called Gabo’s Trio. Andrea — 
an ethnomusicologist and performing 
musician - and her son Gabriel are 
both part of the Makharashvili fam- 
ily, a singing family that performs 
Georgian polyphony for private fam- 
ily and calendric events and cameo 
appearances on stages in Toronto, 
New York and Georgia. Mario, an 
ethnomusicologist, Balkan-singing 
specialist and student of Georgian 
polyphony, will join Andrea and 
Gabo to sing songs from the Makha- 
rashvili repertoire and elsewhere. 
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dBLGMsmoqMa sbboIdmo gMMobo Y Bs9030(30b9306 Jgwea9d9. M]IQMByoMo, daHome- 
dE, JoOMaym Eo SyengoMam boembsyM LadmgMgdb Amaigogb. LaSygo .amMobo* 
Badbsgb d30(3H Iagdbs es Bobemosb Gyggdb, MmIm@abL Bosmdayg oMogMan LoImgms 
Imdagme. sbboddenb bymddmgsbgemmdb JoMaggemo gnbmdqbogmeaman ambyd yroMeoo- 
Bos Es SQmasMgemo n96 30GAggo. Sbbodde0 1992 Bgemb essMbeao. 3mM%sbdo mabyegh 
OMA BSH LogoMagge~mmbs ws SymasMgado. 2002 Eemesb Imbsba~mgmdb mdo~mabob 
y3gmme Ladimbayddo, 0b939, B2dmMg0ws BM qGenn LodeygMgdob gb G030erdo (2004). 
ZOIMRBOMEDS 03.%9HZ9 SQemasMganb bagMosdmMabm gQbGogomgdbs wo 3qjmBymyen 
(39589ddo, dom IrmGoab — Baemnd jryGggab IMAgbGogqem QmemzemMym bymemodo. 
amMMsba mMHngg 9d dggybob Lo®genggnbom gowo3gdgd0b Imbsbo~g3oo. 2003 Egeb 
d3L8Msmnsdo Inbggy7emrdso ayMamMds IMIM_MemMIs gogo aMamMmodgd obboddmb 
sMsgMa0 LodmgMe Jgobbo3mo. 94539 dodbom, 2004 Bab abobo (g6mdo~ mm Gsomb 
DdmoemnV{M Abs G9qjMdo LGVIGMdOb76. gmMobo AmbsBamgmde@s o3b8Maem~nsdo 
gZodoMayem sMoagMa |gbHagombs wo AgbogomyAGS omboabdogdsdo (1992-2008), 
53,939 — ogbGMomoab Gs~om Eo LoGgenggobom 39E9(39dg9ddo. asdmygdjemo ofgb: 
35HIMb6n0b 33505330 (Chasing Harmonies, 2008), gmMobo (1999). mbsba~mgmde@o 
bed ~ab3do boMones6 The Boite ‘s (1999-2007), IMsgomysdogMob Bomgmnm, mdq- 
03 SgL@Momonbs Eo sbo~@ma Domobenarb sgommdMagn RayQgeabngab JomMayemo 
boembaMa Lodegmab Loddmemb bsMImse3,96b. 


GORANI 


AUSTRALIA 


This nine voice male singing ensemble from 
Australia specializes in the performance 
of traditional songs from Georgia & Bul- 
garia. The name Gorani refers to the harsh 
mountains, misty forests, and indomitable 
cultures that are the sources of many of these 
songs. Founded in 1992, Gorani includes 
leading Georgian ethnomusicologist Joseph 
Jordania, and Bulgarian-born musician Jan 
Vitcheff. The ensemble has toured twice 
to Georgia and Bulgaria, where they have 
performed in the first two Tbilisi Symposia 
(2002, 2004), the International festival of 
Gurian Song (2004), and also in international 
festivals and community cultural centers in 
Bulgaria, including the prestigious Philip 
Koutev Folkloric School. Gorani appeared 
on television and radio in both countries. The 
group also toured and studied with the Gurian 
singer Vazha Gogoladze on his 2003 tour of 
Australia, and also at his home in Chokhatauri 
village (Guria) in 2004. Gorani has performed 
at major folk festivals and local community 
music events within Australia (1992-2008), 
and was featured on Australian national radio 
and television. 


Discography: Chasing Harmonies (2008), 
Gorani (1999), featured on 3 of the Boite’s 
CDs (1999-2007), including Mravalzhamier, 
which showcases Georgian songs performed 
in Australia and New Zealand by local groups. 
Gorani’s singing will also be featured on a new 
Australian TV documentary, The Real Hob- 
bits, about the discovery of a new species of 
human, Homo floresensis. Since 2002, Gorani 
has participated in the Tbilisi International 
Symposia for Traditional Polyphony. 
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AgemdyMbob Jomorgemn gjbco0 JgnJd6s 2011 Bgeb Jomagqen Agbazom wsnb&gMgbgd~en0 8%9- 
dabg96, GmAegoa3 Mga qjemoMymse 0360693006 Ls LEog~mmdgb6 Joma boembym Lodmgmgadb 
0d MMAQMO(3 LeyMHa 4VQBMm AgQGo abbogemb Joma 3ymBymodp. 

ambook bamddmgebgengdn ons (6mdama JoMaggma gnbmdybagmemmagdo, cm8mMyJd0 
aMbId YyMeobos ~Es Bab (30(30dZOm~M, MMIM|dZ ogbSMoemosdn 1995 Bemowsb (36mg3gMmdq6. 
do-an EodbobyMgdos, MMI dggM0 ogbH|MsmayMa Kaygob LyMgamns mogab MyIg{MByomdo 
AgrGobmMb JoMaygena LodmgMgdn ws Imbsba~mgmdo JonEmMb HMsw@a yoyo IMogombdnsbmdob 
LoghasdmMoabe bod3mbox7d9ddo. 

38 RAqBgQdab GgogMqdb sdyodo~ Lodyoengdo ofgam gMoow@ odeghmb IgendyMbob Jomo 
B76Ed Ld AgsbHyemb BMomgdnb, Jomme, Iodogo3ms wo JgMgqjmo axpbegdab IMogoe~m- 
RIMMZ960 MgzgMEyoMo. 
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MELBOURNE 
GEORGIAN CHOIR 
AUSTRALIA 


The Melbourne Georgian Choir 
was formed in late 2011 from a 
group of people interested in music 
of Georgia, who meet regularly to 
learn and perform traditional and 
contemporary Georgian songs, and 
who are also interested in learning 
more about Georgian culture. 

The choir is led by Dr. Joseph 
Jordania and Dr. Nino Tsitsishvili, 
celebrated ethnomusicologists from 
Georgia who have been living and 
working in Australia since 1995. 
Their influence has inspired many 
Australian vocal groups to adopt 
Georgian songs into their repertoire 
and attend the International Sym- 
posium on Traditional Polyphony 
numerous times. 

Singers from these groups now 
have the opportunity to sing to- 
gether in the Me/bourne Georgian 
Choir and present concerts with 
a more diverse program of trio, 
female and male ensembles and the 
full mixed Choir. 
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890gb mesbo sHab 3myzo~m~yjMo sbbsdd~mn, MMIAMOL 6g4gM]d0 oM0sb 3nbbyg6Go — Bods we Anbo 
Lada Agama — Brg, 93980 Ed 3emgIQ6Go. Jom Logham M7IgMByoMdo GsMImMeEagbomn Lodo 
BMogombInsba BqnmMBqMs: dsobyqHo, mBgboGsbyHo Es JoMayeno LoImgMgd0 Joma myxsbob 
abGmMosb 303daMeged0. 

Z06L7680 CEsndsMs Eo ZoNdSMES d9b39Mdo LoQ@Mobagmbs Cs gbssbgnb AmMab A~gd0mq 
Mgaombdo, Lowy .9MMoe@ ImgMab* B®Moeni3oo o@goGmdob sMbgdom0 Ioboboasmgdgemos. 306- 
Lab Go ds93d3mdo~@0b JmgMmes mogab 7 Ws-ddsbsb gMmse ~o LaImgMab LoygeM Jeo Mogab 
AZgo~mgdbo3 go~mobye. 

3b08064Mo LodmgMgdo qgo3doMeJds MRobob JgmMHg LodImdeamb, bo@o(3 306b96Gds ~@o dabdo 
8g74q—EMgI Magabo Lodo Ago~m0 smBsMeagh. mZbmHs6oo oGob ab{mMogemo dbomM bodbGQm bo- 
RMsbajado, bow@o(3 8Me~MM SgMaAMEO ~ENbdIng~VMo~E IndeEnboMymdb Lsbodmg|Mm BMsea3agdab 
sEmMdnbyds, Msdag 99980 gobbogyQoMgdqmoe oMab wonbSgMgbgdqero. 

LaogoMaggemm oMab qggyobs, Loe@a(3 Brg WCobsbere@s 2006 Bqmb HMsw@ay3aqen IMogaembdosbm- 
dob AgLGsgemob InBbam. nga LoBmasemgdsdo 39M%ase obGyaMaMgdyeno, sbbsgmoab Jomo 
LodmgMsb wo 2018 Bgmb JoMaggem IgamdMgdms6 gHimse@ wWosMbs sbbsdde@mn jzodoemoe. 39Mgb 
mRobab Laddmba7Ido Imbsbamgmds Lyghsdg Lomexobm 3g9M%GH Gob egdnqGoo. 


THE PERRET 
FAMILY 
FRANCE 


The Perret Family is a vocal en- 
semble composed of father Vin- 
cent and his three children — Zoé, 
Agathe and Clément. Together, 
their repertoire represents three 
polyphonic cultures linked to their 
family history: Basque, Occitan and 
Georgian songs. 

Vincent was born and raised in the 
Basque country, a region crossing 
the borders of France and Spain, 
where the tradition of “singing 
together” is central to local identity. 
Since his childhood, Vincent sang 
with his seven siblings, then trans- 
mitted the passion of polyphonic 
singing to his children. 

Occitan songs relate to the fam- 
ily’s adoptive land, where Vincent 
and his wife brought up their three 
children. Occitania is a historic 
land in southern France, which has 
recently seen a dynamic revival of 
vocal traditions, in which Agathe is 
particularly interested. 

Georgia is the country where Zoé 
settled in 2006 with the aim of 
studying traditional polyphony. 
Now largely integrated into the 
community, she teaches Georgian 
singing and founded the ensemble 
Kimilia with Georgian friends in 
2018. 

The Perret Family’s performance at 
this symposium marks the debut of 
the family quartet on stage. 
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AMyZH YO AMAM|AMeErMs sbboddemo bLoyMosbagmo@sb, Ig0Jdb6s 2006 Bomb, 39@mbo3 dmmo- 
Onbab dagM, sdyodo~ Job bgmddmgo6gemmdb goda~m ago. 

Rag7Qob dadowagbemmedo aabyen bengddo 6-~ob 13 Gg3M09Eq gondBsMems, shMyjmgdb Jomeamea 
JoGagqem BMoeaygaqm IMogZ0mbInsb LoImMgM|db, MVIG30 Jobo sMEgMan BygM0 9H Mab 
gdoMaggmo. 

bo8dsodom0 Hp8gHE QML oMAggb sqeaGmMonbs wes goM7Imgogdab aom3gomabbnbgd0m, dom- 
MdgZb 3m6(3gMBJob gsGMgddo, GodMgddo, yBgbSagomgddq, 60%93do, L3megdbs oy Imby(3-m0 
MSZdIQLSQMISJo. BmaagMa LoImgMob obMymgdb Moen gogo LogMoggd0b, QRoboeqQMob sb 
eMm@oab Hosbbergdam. JoMmgh ymMbyZqM@jdb obymdb bogmMobagaob Lbgo@osbbge MGgaombdo, 
ob939, BmagVZQh LobegoMaoMgQm. 

2011 @s 2013 Bemgddo gmengdGngdo odmadsyMo LoJoMaggmmda, Imbsba~mgmds JnnmMM Bg- 
LGogZ0~do ,9MHagbo*. gb mga boyMmdgdo dgobobadbsg30 Lodyoemgds nym YayQobagob Jggy6ob 
SPIMAGabLS ~s BENdZHg~mmg obo BbozomyMa I_bZ7EM_daLagob. 

Eos9Mbydob EMnwsb LodJodomab Bg7e@oaMaAgdb ImMab ay36g6 Bodo sdobo, GMabGo6 LobsMeymo- 
dg, Lobe grdoegadgamo, dombed 9%J3060d9, 393, Cd ~EgbNd JoygQMQd0, ~MmMMsb L8gq06o, 
939m506 ~omdyy, sbboddenn 4%] dobo. 

sHbydmdab 10 beab dobdamdy) sbboddmds aodImb3o0 8aM3Zgma 3md3oqGyMo ~abgo bobgmbm- 
wegdaM bLoddodsm0 Raqgob Jag IgMAgyemo LoImgMgdom LofoMnggemb y3ge@mo Mgaombab 


Lengengm ymoabs Ro ggmGgmodg. 
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SAMSHABATI 
FRANCE 


Samshabati is an amateur vocal 
ensemble of eleven women based 
in the centre of France. Created in 
2006 by Véronique Beaulaton, it 
is now conducted by Camille Gay. 
The group, which has evolved 
with the passing years from six to 
thirteen women, exclusively sings 
traditional Georgian polyphonies, 
although none of the singers is 
Georgian. Samshabati adapt their 
repertoire to auditory and cir- 
cumstances, and have organized 
concerts in different places such as 
theatres, churches, festivals, bars, 
schools, and old people’s homes. 
More recently, some songs have 
started being accompanied on 
traditional instruments like panduri 
or doli. They have performed in dif- 
ferent regions of France, and some- 
times abroad. Their repertoire has 
always received a warm welcome 
and aroused lots of emotion among 
their diverse audiences. 

In 2011 and 2013, the group had 
the opportunity to travel to Georgia 
and sing at the Art Gene Festival 
in Tbilisi. Those trips were great 
opportunities for discovering the 
country and for great musical 
encounters. 

Since they first started singing, 
Samshabati have received coach- 
ing from Zaka Aman, Tristan 
Sikharulidze, Soso Kopaleishvili, 
Malkhaz Erkvanidze, Craig and 
Denise Schaeffer, Laurent Stephan 
and Evelaine Lochu, ensemble Mze 
Shina, etc. 

After ten years of existence, Sam- 
shabati have released their first and 
eponymous CD, displaying songs 
that are about everyday life and 
rural culture from all of Georgia’s 
regions. 
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MsHg0ab BqQmAaMob sgoegdoab G®Moseaygaqmo badegmoab obboddmo bowybgosb 2003 Egeb 
dgoJdbo Gogsdo. RayqgRob BggMQab: aggGo Goong (b6gmddmgo6gena), bogaby sqn0GqJ, os6Go Ig, 
gemabs gengmg, o6o Boyes 3ngQ6o, KbEMo IUGMos, 306g Hs Mmdoby, axbGnbg oVMdgdo, 300 
d98MHg ogMansbydm LogMam dodbsba — Agabsgermb Es 8mBqymsMnbo(308 Q94J6omb MoGgoxyMo 
gmbmaMogaymoa Lodmgmab L&amgdbs wes GBJbogob, gobboyyqmMgdom, seEagammdmng 
AMo39eMb6d006 Lad~rgMob. Kaygab M_Q8gQMBqoMa Amayogh MmamMH(3 qdZgmgbo sqMeombsyemo 
LadmgMab, abg Igw~msMgd0m sboema IMogaembInsba Lodmgmoab Logseobb30 ymMdgdob Gndydgdb. 
RGAYBLE BoBgMagmo ogh 4 semdmdo, GmIgmomsgs6 mMdo 2002 ws 2017 66. (Dziediet, meitas, 


Ch 


vokora”, “Trici, munu ustabeni”) dooem Jggybob IMgbHogyemo Yomeom. 

RGB IAmMBsBamgmdwes ymbyQM@gdbo wes |gbHogomgddo moGBgoobs ws Job wBomamy|db 
BoM] (sgbOGno, aGoemas, boyMobagmo,mnGgyo, ghGmbga0, bojJoMngMem, sgemMybo, 
Mybgan, kqmashgnn wes 8me~mbgonn.). 


SAUCEJAS 


LATVIA 


The traditional singing group of the 
Latvian Academy of Culture was 
established in 2003 in Riga, Latvia. 
The members of the group, Iveta Tale 
(leader), Signe Pujate, Janta Meza, 
Elina Ellere, Anna Paula Pujéna, 
Indra Métra, Vineta Romane, Justine 
Jaudzema, and Vija Babre, are united 
by a common goal—to learn and 
promote the styles and techniques of 
Latvian ethnographic singing, with 
special emphasis on local multipart 
singing traditions. The repertoire of 
the group includes examples of both 
archaic drone singing, and various 
other forms of multipart singing of a 
more recent origin. 

At this point in time, the group has 
recorded four albums, two of which 
have received awards: in 2012 Sauce- 
Jas accepted the Latvian music indus- 
try’s most prestigious award for the 
best traditional music CD “Dziediet, 
meitas, vokora,” and in 2017 the group 
was presented with the Latgalian Cul- 
ture Award “Bonuks” for the album 
“Trici, munu ustabeni.” Saucejas have 
performed in concerts and festivals 
in Latvia and abroad: Austria, Italy, 
France, Lithuania, Estonia, Georgia, 
Belarus, Russia, Bulgaria, and Poland. 
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PERFORMERS 
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obboddmoab 693%9d0 7339 10 Bgeras gMimo@ ImgMsb. 939 Gmmobeoo — boembyMa ws Rod 
AgbLagmba; grenmd g930-39MEd (JoMaryenn GsMIMImMdab) — InbGmdgeno ws EAE by(3ad30~0 
(qoMagge) — do3d3mdn@sb sMab CsnG®gMgbgdqema IMogombdnsbmdam. g&agb dgay960 
RAI7BL mGo Gerab bab IgyqMme@s. dom bLodysMmb Ibasghbo bo~wgZo B4mbeom wo Mognsban 
209m3E0M~M|d9 QHISHADL ase asMgb. or gosdIEnEMgb wo gobosbemgb Magnsban Mg3gMHyoMo 
domo JoMaggma IAgamdMabs wes gobmdIgbagmemaab, ImImgMe~ Lobe gmssmgnd30~mab 
EdbdsMgdoms Eo JoMa yea Lodagmab mbG&sHgdmsb qMnogMamdob Byso~mmdom. 
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SACHUKARI 


FRANCE 


Members of the ensemble have 
been singing together for ten years. 
Hervé Rolland is a folk and jazz 
musician, Colombe Lecat-Warda 
(of Georgian origin) is a storyteller 
and Lela Khutsishvili (Georgian) 
has been rocked since childhood 
by polyphonies. Etienne Bégouen 
has been in the group for two years. 
Their respective worlds led them to 
share their experiences. As for their 
repertoire, it has been enriched 
and renewed thanks to the regular 
accompaniment of their Georgian 
friend, ethnomusicologist Soso Ko- 
paleishvili, and the listening work 
of the masters of Georgian singing. 


PERFORMERS 


G0dLMINIBNI30 


bU 806MM IDMOCIL 
NBSLNS, LOHLNENS 


bey 696MM] AqGomgb AgoJd6s 1991 Bgeb, GmamHy BqQm®qmab obmyosgos, Gmdgmda3 
BIJMarnsbEs 93933939 KGYBO od 9303909 JgdLMyemgdemgd, Jobo dobobo ym se- 
Zo~mMdmMHago gbab, gy@mByqmobs Eo HMo@ayagdob (339, bgmdgbymds ws ImsqemoMobs300. 
08 bbab dobdamdy, Lobgemmg6j6m Lofdosbmdob goMees, obe(300(309d Imbsba~mgmds dan~m 
sbmdom Mmbabdagdsdo GmamG3 Ingm aGomosdo, aby LobogoMgoMQm: Agbazo~mqM Bg- 
L&og0eg9dd0 (6G 9@s6o, Bo8MMnggQMa, yMbogs, Br Hodgbo, soMbyemmbs, sMoybgemo wo bb63.), 
89968 9(309ddo Eo Lbz., BooGoMo MMambommb bomb qyMo Moen zagdab 33e~g39, aodImb 30 
9896099 Bnabo ws 1995 Emne@sb Lygmmgddo oG Mob LodImgMabs wo ob MobsdIIMMIE~MIEs 
AMogZ0~m ba~mBZebarsb (QmMagm BM Gobab ns 3306] Go, 326MM BoGonobo, 3x9 Cg 3qMbebo, 
9d0 dnbgMmgZqQ0, aybEN EQAMMHe sdo~wo, avybean GHoModgs, Yodgmo 3030, Cs bb3.), Mo(3 
ZoaM%dgmOS BmgngMa Iomaobasb bobamdemaga AgdmAdgegdamM0 WHongMamds es Igam- 
3MMdnM, 39 8gMaMEdO AgnJdbs Xango MMameng by. by Gg6mMMH] Aqmoe@m|bb g0dmdggdqem0 
ogb Lodo syy@omomdmdo. 


SU TENORE 
MURALES 
ITALY, SARDINIA 


Su Tenore Murales came into 
existence in 1991 as Associazione 
Culturale, incorporating a dance 
group and various instrumental- 
ists, with the aim of protecting, 
enhancing and promoting the local 
language, culture and traditions. 
In these twenty-five years of life, 
apart from the artistic work that has 
led the Associazione to take part 
in hundreds of events not just in 
Sardinia but also in mainland Italy 
and abroad, it has been the intense 
cultural work that has made the 
Murales stand out. Over the years 
it has promoted cultural events and 
music festivals (Bretagne, Trento, 
Burgum, Sant’ Anna Arresi, Mari- 
bor, Capoliveri, Biella, Corsica, 
Cottbus, Barcelona, Brussels, etc.), 
some leading to well-established, 
lasting artistic relationships, as 
well as rewarding friendships, 
which over this period the Orgolese 
group has been able to create and 
cultivate. Su Tenore Murales has 
three recordings to its credit, has 
carried out research on the popular 
traditions of Orgosolo that includes 
editing the publication of several 
books, and organised, since 1995, 
singing and dancing courses in 
the schools. 
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obboddmo ~osMbea@s 2012 Bgerb 8Gomodo, Agbgmdo, JoMargma Immag_mboxymo 
Axgbagob ImygoMayemms 060(30980300. 

AgaMd0MMd KGAVQo, JoOMmyeo BmmgmmMyqma Agbogobsedo qbodo3hm 
LaygeMqmom, begmam ob&gMgbob go%d9dImM gogMamnsbes. sbboddemo emgb 
Ig~ma9d5 6 SMoIGmeggbambsema IAmdmgMomoboasb wes sgMansbgdb 4 Agb, 1 
B3Moba ~s 1 JoMmggqm amambob. 

obbsddmab MgZdgGMByQoMa AMogomag{Mmgobos, ImagZo3b LoJoMaggemmb bb- 
Z0E0b639 BxyyMbab ImdqQemoMaym QremgmmMam LadmgMgdbs ws Logsmmmdmmg|db. 
230 daMamse@o@ Agbgmbo w~s dob JgdImgoMgbdo Imeogo6gmdb, Imbsbam~mgmdb 
BMMyZmmMMyjm ggqbHog0mgddo, Agbgado JoMorrymo woob3mMab dagh mmMas- 
Bobgdaqem combabdoagdgddn. 

Ag7Go9@E JnbodZbg~mgo6o nym FogGob 8oM3g9em0 AmabsyMeds bofoMaggemdo 
(2015). ga gob 693M9d0 Igbg—@bg6 JoManggm IMIM|_Mengobo ws Jas~mdemydb, 
QOmygmmMyjm obbsdd~mgdb, wagb6M6g6 LydnbsMQdb Cs abbsg~mgb oboe~mo 
LodmgMgdo. Iomds AgamdsMIo sbbodd~mds OnO|MMGdo, GMAgema(3 2014 Egeb 
LAQIMMdEs 8Mo~sb, Mda~@obdo wDob8obders FogGb eo g09(36mM JoMayemo 
GMQVGO}S0 Eo GUMBy- 

35905 bb3dd~ gMHabamborsb gMasE ImbsBa~mgmds dan~m Mdamoabda Agbgmob 
Logmhmb dag godsMorgm mmbabdagdsdo, GmMIgem2(3 dagdm36s (36mdam~n Agbo 
LomdgGim AImdmgmemabs weo JmMdsabG®yMab, ambyd bogMoGomab (GoGo) 
175-9 Beoaboogb. 

2015 wo 2017 Begddo 3598s AmbBsba~mgmds Jao~m bLogMmsdmmMabm ymm~y- 
MMM BqbGagomdg, GmAgemayy odoMagds Agbgmab Jomo b&Msybo3gdo. 
dbLoddm0 LCsROMEMZos ,Q0bbs3qoMygdqemo LaboImg|Hm JgLMymgdobomgab* 
pbsddmdemmb* jo gamMosdo. 

2017 Berab godombyemd) 8Momsdo Bo.dMa IE QBALGBog0mb] ,JoMayero Lymo* 
bbsddemb go@oq30 L3g3a.myMa Yomem JoMayema gqam@ByaHab Imdsqmom- 
obs3oabagob. 
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HAERI 
CZECH REPUBLIC 


Haeri a Prague-based, vocal group was created 
in 2012 on the initiative of polyphony lovers and 
Georgia connoisseurs; then joined by the friends 
with diverse vocational and musical backgrounds, 
united by their interest in Georgian traditional 
music and the pleasure of informal singing. Since 
2016, the ensemble has comprised 6 non-profes- 
sionals 4 Czech, 1 French and | Georgian female 
singers: Sarka Seifertova, Veronika Bratrychova, 
Anna A. Kopecka, Kristina Mezerekova, Anais 
Raimbault, Keti Sepherteladze. 
Haeri has a varied repertoire including both popu- 
lar songs and chants. The singers enjoy exploring 
specific musical features of Georgia’s different 
regions. Haeri has mainly performed in Prague 
and other parts of the country, singing at world 
and folk music festivals and the events organized 
by local Georgian community. 
A crucial event in Haeri’s history was the trip 
to Georgia (2015) — a first time visit for most 
of the members. The group met with great 
Georgian teachers, choirs, and ensembles and 
shared their experience. Their friends from 
Didgori — the Georgian choir they had first met 
in Prague (2014), after their concert — took the 
opportunity to introduce Haeri’s members to 
Georgia’s traditions and gastronomy. Together 
with Erisioni, Haeri also performed at the evening 
in the Embassy of the Czech Republic in Tbilisi, 
dedicated to the 175th anniversary of the birth of 
renowned Czech opera singer and choirmaster of 
the very first Georgian folk choir Josef Navratil 
(1840-1912). 
In June 2015 and 2017 Haeri participated in the 
International Folklore Festival — Europe’s largest 
folk festival in Straznice, Czech Republic. The 
choir was awarded the 2015 prize in Homeland 
category (featuring ethnic minorities living in 
Czech Republic) for its “exceptional singing 
performance”. 

In the spring 2017 at the Georgian Spirit Art 
Festival in Prague Haeri was awarded the prize 
for the dissemination of Georgian culture. 


PERFORMERS 


BIdILHINISBNISIN 


sQNXaN 
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AQoEMbgM-IMIAM|Ms~mams | 7bEO cEPAE|O fodmysm~modeas 2012 BeErab ~9395gmdo. 
80H39MSO ILIZEG@aL Babsdg BoMbeogo 2014 Berab gobsybymdy, Jobs6s Jamogodob 
bbogbabse@do dadm3baem bomsdmd9. ayyben sdyodow~ Jgw~agds 9 Bo3Mobgob. domo 
NIGH gLMds JobsIeQ 2(36mMdeQ0 AMMdSbJMb, 30eEM] AMMO Imgmab LyMm3gamam 
Ig8yHrda~M AgamMdMgQd0 E9998M] JoMasb oba3osGog0M sbboddmse gogMansb- 
jdmeob96. 

Lobgmae@ s@aommgo odoGmd JgMfogb, md gb sMab CEobogmyMGn Lodmgmgdobagob 
Eddobobosmgdgemo LodegMaba, GmIgma(Z 39M QE ImgMam Aggbb Mg8gMByoMb. 
ZoM@ sdnbs, sEa~|a sHab JabsgMymo LoadmgMs, MmIgma’Z sber~yoMegds Imd- 
Momdsbasb wo bobLEMsgygobame6. 

obboddmab dads609 93Mg6G 4H QmmgmmMab Im3qjmoMabs(305, 9E306, Lodbyb- 
SME, EEL Dabo (g6mMssEmbs5 boe@mbda ~Wodsm~ns. 33@O~MMdIM, ab LobsMyE0 Ee 
Lomsmg, (3 JoMayen LodmgMgddos, argv bBaMeom ALIgZ6gEL y3{gemg06 — L(3960dg 
agJbgd, bygmsd9, JgRodo oxy Lbgogob. 

seam@pal HQ3gGyoMob ImogoMGo ByoMms dggmo BobsbyMgon. a76cen (3~@a~mmdb ImaM- 
amb gb LodmgMgdn, 0% googgamb qdMo~m oberon, Jg4dbsb ws odegmimb bogymoto 
B0M09bGBJd0, Mo~g0b, gL sbsem Lagm@abengb sdmggb LoImgMobs3 ws bsdm|Mbe(3. 
2014 Berne@ob s@ngngn sfQoyqMse@ Rogds b93mb3968m Immego6gmdsdo. Imbsba~mgmds 
donEM 393M Lbgo@obb3o Embabdagdsdo. smbsbodbsgns 3mb(39MGgd0: Mayboogob d9-5 
goroms wabgbgdyengdsdo, d0Mdo Bmgborsb, gsdImb3gmo GHMow@oyayemo IMogombdo- 
o6mdab Vil LogMmsdmmMabe bo83mb0%79q, Laem 3mb3gMGo gmbbyMgZoGmMaab waco 
bo3m6(3gGr CsMdsbdo (Loobsemberm AgbojoemyGo J7b639@H7d0b QRoMaw9ddo), 
dgb63gEMd-3M6(39MBJd0 (GGmda~m a3bmga~ Bybogmbgams6 (Jordi Savall, Sergio Az- 
zolini, Elisabeth Leonskaja) @s 0.4. 

ceae@pab RoGsMgeqea of3Zb 36394 GHQd0, 3MMJImgQd0 Cs LydnboMgdo oGoemnsdo, 
a9Mds6nsd0, dgma0sd0 ~s sdd-do. 

AGEL 309M(3938-gen0 ofgb CD smdmdo, BaMQnGs Eo Lobbsgerm fobsbgMqdn. 


ADILEI 
TBILISI, GEORGIA 


The folk song and chant choir Adilei was cre- 
ated in December, 2012, and first performed 
for the public in spring 2014 at Manana 
Shilakadze’s memorial evening. Currently 
there are nine members in the group, most of 
whom knew each other before creating the 
ensemble. Thanks to Demetre Kiria’s initia- 
tive and their desire to sing together, a group 
of friends formed the ensemble. 

The name Adilei was selected for several rea- 
sons: it is a glossolalia characteristic of West 
Georgian folk songs and precisely agrees with 
the ensemble’s repertoire. Besides, Adilei is 
also a travelers’ song, associated with move- 
ment and progression. 

Ensemble Adilei aims to promote authentic 
folklore, as, sadly, its awareness is fairly low 
in broad society. They try to share the joy 
and freedom of Georgian songs with listen- 
ers on the stage, at the table, in the street, or 
elsewhere. 

Adilei’s repertoire is nourished by old record- 
ings. The choir tries not to copy the songs, but 
to create and sing their own variants, as this 
gives new life to song and its performance. 
Since 2014, Adilei has been actively in- 
volved in concert activity, participating in 
various events. Noteworthy are concerts at 
Rustavi women’s penitentiary institution #5, 
Zoestan, the 7th International Symposium 
on Traditional Polyphony, a solo concert at 
the Grand Hall of Tbilisi State Conservatoire 
(as part of the New Year’s Musical Festival), 
collaborative concerts with renowned foreign 
musicians (Jordi Savall, Sergio Azzolini, 
Elisabeth Leonskaja), and others. 

Adilei has held concerts, workshops and 
seminars in Italy, Germany, Belgium, and the 
USA. The group has released an audio album, 
an LP, and study recordings. 
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2000-2001 Bengddo mga gbeoomyemn sbboddmob Jomorgemrn bd7d0b bemab&Io ajMsd 
MISbSIZnMIS sboemarbMeas, BagagMo ImAM|Memgdabas6 Rodmoyoemnds obboddmo 
B5Hgd0, MMIAQ{MZ ILIA6G@Is bLogdomeE AMogZmOyQMmg0bn MgsdgMByoMamo 
Cd Bobbbgog9dqm0 LodgILMymgdmm DobgMom go0(36m. sbboddm SoG 7d0b 
Hg8gHGH~yq9Hdo aobm@sn MmamMGy JoMaqen bomb amo bodImgMgdn, ob939 
M565d9EHM39 ([omMdn~M BmMdMBaBMM|dab IogM Agddboemo JomodyMo gobMob 
BsbsMImgdgd0. 2003 Bab Ig7bs60d603d5 ymdBMBaGMMIs JoGags yBZgomnsdzgomdo 
msd5b bobgdmadab mgdbd9 ommogmm osbbsddmb woybgmMs bodmgMs, MmIgma3 
bgemddmgebgemmsb gMimow@ agboomyMs@ afbs IghMqjmgdqmo, Gob J99eE939(3 
LAH Qese LofoMagg~mb goommnagmb-89GMosMJob, amos IgmMab MAg3am sbboddeob 
gBmeEo o~mgrm. sbbsddmo semomm 80m939 Img_A30 JoMag3Zgmo IbIgb6g@mob 
ya MoeEmgdob 9380(3968Hdo, Bobobemeas Ed AsNBsMEs bo3mbyqgMmGm Mgs8gQMBxyoMo. 
2003 Bamb BoobgMs 80M3gm0 Laem smdmdo, sdob AmMBy39 IMagamo ymb(39%Go J- 
mdamabda, LofoMnggemb bLbgoe@obb3o Mggombbs oy q3bmgmdo, Modo(3 scroe~mm 
Lo3dom@ 8MdqmoMyeno gobsos Lodbmgo@mgdobagob. 

2008 Berab 21 bmgddqMb Adodg ogoe@dymamdob Jgwega0e sbbsddemob bgmIdm3go6ge~m0 
(Jods) ayGod Modobsdgomo goMesnyg3o0ms, Md(3 Yeow~gba Bygogamo oym 
smcmbsagab. 98 qbosdmg6m QoGob dgde@gqa, cbboddmb S4mbes IgImJIgegdam0 
89479, MQI35 Jom] abggZ AmagMnds dom~mgdo, gobsbergdyqemn Jgdseagbe~mmdom 
ZooaMdgems Imegabymds wo 33003973 obLodMeEmMg|ab ILIg7Eg@b Mogabo Jgdm{dg~gd0m. 
SEEM BAMEBgLaMBsEa AMIM_MM|daM CdzMd8IM|IGHIdQmo MMasbaddos, 
AMAIQMA’Z BoMAMZbgEms@ oHo9MQdb Mogab bobgemb ws MmaMbydob. Mog@oegdyeno 
IMAL AjweEI_ar©E sbboddmn semoemm 330M930(3 MAgds JoMaggemo bombab qeworgbo 
gobdob, bombamo Ladmgmob d(339cmo. 
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ALILO 
TBILISI, GEORGIA 


In 2000-2001 Guram Tamazashvili — 
a soloits of the legendary ensemble 
Kartuli khmebi created young singers’ 
ensemble Zarebi, which presented itself 
to the audience with diverse repertoire 
and different performance manner. The 
ensemble’s repertoire comprised Georgian 
folk songs and urban genre examples 
composed by well-known contemporary 
composers. In 2003 renowned composer 
Marika Kvaliashvili composed a song for 
the group on Tamaz Saneblidze’s verse 
Alilo, the song was performed brilliantly 
with the group and its director, after this 
the group was renamed Alilo following 
the advice of Ilia II Catholicos-Patriarch 
of all Georgia. Al/ilo soon found itself in 
the centre of Georgian listeners’ attention; 
its concert repertoire was renewed and 
increased. In 2003 the group recorded its 
first solo album, and held a large number of 
concerts in Tbilisi and Georgia’s different 
regions, as well as abroad. As a result Alilo 
became more popular for wider audiences. 
On 21 November, 2008, director of the 
ensemble Guram Tamazashvili passed 
away from severe illness, which was 
biggest pain for both A/i/o and all Georgia. 
This was followed by the group’s creative 
pause; the ensemble gained strength and 
continued its activities with renewed 
membership and still continues to please 
the audiences with its creative work. Alilo 
is a team of professional singers, who 
immaculately bears its name and honour. 
As a result of its dedicated activity Alilo 
remains a defender of folk song — Georgian 
people’s great treasure. 


PERFORMERS 


GIdLMHINIBNISN 


39M03O 
MILL, Lddse13IV! 


R3I7BO SoMojzo Ig0Jd6s 2015 Ggemb, bamddmgebgmns ymdIBmbBagmMHa dnbgo~m Ienbo- 


do. 


B5%570b MAIGMEyQoMdos GmamH3 dabga~@ IenboModab JgJd6oemo bosggmM~m 
Loge@obb630 gobMob daygbags, ob939, Jomayea bomb yMo wo JommojagMo Agbogab (36m- 
da~@ Igemmengddy Jgfdbaemo MMngabse~my|Ma 3md3mMdba30g9d0. 

RGI7BIO QMarnsbeoqd9 gdgbo sMimggbombsmo JgILMymgdgena, GMAQGEA’3 ZoIMAMAQZ0 
Aabogoda 0I8GMgZoMds(300b YooMam, Mo(3 SoMogob JgImAdgegdob 9982 Lonb- 


GHgMgberb ws mMagnbsemyMb boob. 


RGI7RO doMojzo Keagdab asbdogemdsdo mobsdIIGMdIEMdb G6mdo~m JoMaggm 
Asbagmbydms6 ws Imbsba~gmdb Lbogo@obb30 Agbogomym 36mg4Gdo. 

Ra{Rob GggMgd0: aMs3em0 AgbsmsMadgamoa (89M 34bo0), 89mg aaygobmg3a (dba), (Qo- 
302 MMEmMsdzam@o, BNZS MMEmModgn~ma (WsbsMHyodo ws RobodgMo 06b6H79968 960). 
dabgae@ gyogobodZ0~a (gmgoema), Jabgam@m A~nbsMed9 (3er930d0). 


BARAKA 
TBILISI, GEORGIA 


The group Baraka was created in 
2015, directed by composer Mikheil 
Mdinaradze. 

Baraka’s repertoire comprises Mikheil 
Mdinaradze’s works in various genres, 
as well as original compositions created 
on the well-known melodies of Georgian 
folk and urban music. 

The group’s six members are 
professional performers, distinguished 
in improvisation skills, which makes 
Baraka’s creative work original and very 
interesting. 

For years, Baraka has collaborated 
with renowned Georgian musicians and 
participated in different musical projects. 
The group’s membership: Irakli 
Menagharishvili (percussion), Pavle 
Gukasov (bass), Davit Lolashvili, 
Giga Lolashvili (percussion and wind 
instruments), Mikheil Javakhishvili 
(vocal), and Mikheil Mdinaradze 
(keyboard). 
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PERFORMERS 


GIdLMINIBNISN 


JNIbd 
SIMO, LESMUIBILM 


dgrmab axybaygad8omn® Gob RmmygmmMyma sbboddm gengbob bamddmgo6gmos ofo3cm0 
Lomedadg, mm&doMH- 3mbbL ym 8s6Go HoMHogm Iodommody. aga ogoMyemo LoImgmygdab gHa-ghamo 
Log ggagbe AgdLMymgdgemos — GMoeai3oyemo IobgMam, obEnZn@EJS~MmdnMs Ws ofsMyEo 
GOEmmzogabsedo AMimayengoom. 

gobymo boagybob 90-o060 Eemgdob mobsbyabdo ~mmhdsoMds GHoMage@ Iodo~modgd Godoj0(3ms 
3590(30960 xXAq7QabIg06 gengbs Jg4dbo. asbobmgd yen Jgdow@ggbemmdam sbbaddmo BLIg6ge~aL 
Gobsd9 2011 Bomb BoMmas. sbboddmab dodsbos ogfoMob dnnsbgnob (dgw@ob, Igobggob, 
bymmb) HMs@agayma BmmygmmMyema 6odydgd0b Amdagds, Igbbsgemo, goymiBbergds, 
BMQMsMbs(308. 

gengbob M989 8jsMob AmsgoGo ByoMm bosMJagm RobsbgMgdno. 

gongs sfGoqMse@ ImbsBomgmadb Aqbaynds0emy™M Ed Ggaombsye ombabdagdgddo, Mo~om 
0d HyEM_sGmgJGqddo; BgbGagoengodo, BMoea gaya IMogoembdInsbmdab bogmasdmmabm 
Lad3mBayIgddo; gmbygMGgjdo aoqdoMmogb sbgMdooysbdo, qymMoobsbo Es ~MsGg30sd0. 
390m399qem0 ogh mMa 3MgdaMA Ws gMa La~mm sy~amosm@mdmdo. 

ofdH9do HMseaigaqmo AMsgombdnsbmdab semmMdabydsdo JgGsbae~ma Bgeramabagob gengbo 
Lodggmdmdgeom 3mbe gomayemo goommdol bmdobsbSo (2013) es bobs6e@er0b 3Mgdoob 
moyMgoGo (2013). 

gengbob 804390 sqeamsmdmda BmmMymmMob bLobgmdbagM (496HM%do Imdb. E~ES wo 
Axbagnss~maG Gob AboMesfgmam asdeac3zo (2016), IgmMy yo BmbeEds JoMorg7ends goc~mdo0d 
RonbgMo es asdmbye (2017). 
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ELESA 
ACHARA, GEORGIA 


The Keda Municipality folk en- 
semble Elesa is directed by Irakli 
Sirabidze, with consultant Tariel 
Mamaladze. It is one of the best 
ensembles of Georgian (Acharan) 
folk song, with a traditional per- 
formance manner, individuality, 
and loyalty to the Acharan musical 
dialect. 

Tariel Mamaladze created the male 
ensemble Elesa (with 8 members) 
in the early 1990s. With new 
membership, the group performed 
for a wide audience in 2011. Elesa 
aims to discover, learn, revive, and 
promote traditional folk examples 
from mountainous Achara (Keda, 
Shuakhevi, and Khulo). The main 
sources for Elesa’s repertoire are 
archival recordings. 


Elesa actively participates in mu- 
nicipal and regional events, radio 
and television projects; festivals, 
the Symposia of Traditional Po- 
lyphony; it has performed concerts 
in Azerbaijan, Ukarine and Latvia; 
it has released two joint audio al- 
bums and one solo album. 

For its contribution to the revival 
of traditional polyphony in Achara, 
Elesa was awarded by the Geor- 
gian Chanting Foundation (2013), 
and a Tsinsndali prize-winner 
(2013). 

Elesa’s first audio album was pre- 
pared at the State Folklore Centre 
and published with the support of 
Keda Municipality (2016). The 
second one was recorded and re- 
leased by the Georgian Chanting 
Foundation (2017). 
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Bommgob Aba gndoemn®y Gob BmemzemMye0 obboddmo oMosengorn hadmyoemodes 2000 Sgeb, 
Dgdm- L3oxbgareob Boemzodo Bodmbsbmgdaema g3mdngMobGgdabog06, b6@sbdIgjemn ImIngMmab 
3689 agoRasbob Momb6mdame wo bymMddm3o6qe™mmdam. 2010 Bmaw@sb OMosm~myab boms39d0 
dsbomgaoBMeo MmmGdsMo 3930 agoRosbo foywas. 

sbboddmob dobsbos shoe~ gagmaMoegay_m Es Lryns~myM 80M%Mdgddo0 daMd3gm@m0 LygobqyMo 
AHMoseEagagdabs Eo BMmMyzemmMayma LoImgMo-bogommdemgydab Agbobgo-BmM3qjmoMabs(305 Eo 
AMBogZ0Em M9Mdgdbq 3505/3990. 

sbbsddemab 98g9MGy70Gdo dZqm LysbyMo LoImgMgdobs Es |B_Mbymgdob smweagbomo 
Z0MnSHGH dos. 73M5396 HMo@ogage bs3M%039d%9 — gyboMbs ws Roba bp. 

HMHos~Mgon sfGoyMs@ Ambolomgmdb gQBgbGag0mgddo, jymbyg%GBddo0, Mosweam wo 
BHYMI8MGMg7dGHgddo. obboddemoab IgImAdgegdamn domaMsgQs Eo LodmgMgda Jgbyerno 
QmmgmmMab gAmgb6qm0 Qmbenb shame~mangG asdmr3gdodo — JoMoaqemo 9Qmerjzeommob 
bogobd yma: 3menzcommyemo 56b0d4e 940 (2016). mmosemgonn 2015-16 Bengdob Qmemzemmab 
gMmgbqemo gBgbSogomab moqaMgoGo. 


TRIALETI 
KAKHETI, GEORGIA 


Trialeti was created in 2000 on the 
initiative and under the direction 
of elderly singer Gunter Gurchi- 
ani; its members are ecomigrants 
from Upper Svaneti to Tsalka. 
Since 2010, Trialeti has been di- 
rected by young choirmaster Gegi 
Gvichiani. 

The ensemble aims to preserve 
and promote ancient traditions, 
folk songs, and church hymns 
under new geographical and social 
conditions, and transmit them to 
future generations. 

Trialeti actively participates in 
festivals, concerts, radio and tele- 
vision projects. The ensemble’s 
creative biography and songs have 
been included in the anthology 
publication of the National Folk- 
lore Foundation: Folk Ensembles: 
Georgian Folk Treasures (2016). 
Trialeti is a laureate of the 2015— 
2016 National Folklore Festival. 
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obbsddema osemmbo ~osMbes 2009 B9emb (bgmddmgsbgemn babm Bsbg90dg0e~0). sbboddeno 
dJGoqQMoe L6s3m~mmdb Os ImBqQmoMods3oob qbOZL JoMaqem GMowa3oyje Iqbogob. 
AMBZgdqMO gh LoZ0@obb30 Loboab gZa~memg|dn: 8oM3Zqm0 seEgZo~mn bmInbs(309d0 
Joomms boagqangb gm@mjzemmMyeno sbbsddemn bojoMnggmmb Bmeyzemmab 2015- 
2016 Begdab gimg6y4m ggbSogombg, 2017 Bgemb bojomnggemb 3030305 wo 
560039 BMHEWEM bogqbeom 3mengd(h03gd0b gHMgZby4Er 3b 7497HL Bg — aMsb3Ma JoMoryem 
AHMoEaZaymo ao~mmdodo, bmeErm 8oMZgem0 sEZI~MO Ed MJHmb Ag~smmo — JoMorye 
bomb LodmgModo. 

sbboddmob Abadgbgrmgebo 8GmgdGo oy GHMoeagoyemo Igbogob Igdm{dg@gdom- 
Logsbdoboomgdmm &yMgd0 LojoMnggemb Mga0mbygddo, GmAgm@ay LogoMnggemb 
BIMAYMabs Ed dggmms @E9(33g0b LodabobSMmb AbsMesggmanm go6bmMM30gmeoo. 
6L093mIs odmaboyMs LofoMaggmmb Lbgswsbb3o0 Mgagambdo, Lmeam 3mb3qg%Ggdoms 
9 DobG Mygmobgda s~E_acmmdeing ajbegdasb. smbodEyem 8Mmg4Gorsb Es303doMgdam 
IMI DEES IMy{M|IAAMayosbo CmMgwyIVG6GyMo Qaemdo gmemjzemmMGyjonn Bsbsboh 930 wo 
BM BMbg{~mMgZ96 EggZ06 BodboMaemab gdb3mba(300. 

MEM BgMoMeE dk GByMgd0e@0b ombobadbog09 oo~mmbob 3mbygMHgdobs wo 
DobLA_QMygmobgdab (Kagem ImEmobeoab mab Joes do, MMAge@ay avyoeo MJGmobab dogh 
MMasbodgjdqemo QB_obLGHogommob yomMam|ddo BoSsMe@o. 

2018 Bera@sb os@mbo msbsddMmd~mdb mmbeombab Rose Bruford-ob eGosdobs wo 
908 M0b 3meEmgKROb, JoMagqmo smmagmboab JgdLbsgemgm~m obbsdd~ Jobsobdgmors6 
Od 39ddMoRabL abe Agersba5b — Lbgoe@obb3o dggybob L&qjwegbGydobo ws Jomayjemn 
Axnbogob AmygoMymgdnbsngab asdm3eamgdob gobooMgdob, IobGgM3m@mabgdobs wo 
gMamdemaga ymb3gMGgdab HoGBoMgdob Lobam. 

390(39984jem0 o4gh maba CD ws gHmo DVD eobgo. 
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IALONI 


TBILISI, GEORGIA 


Ensemble J/aloni (directed by Nino 
Naneishvili) was created in 2009. Jaloni 
actively studies and promotes Georgian 
traditional music. The ensemble has won 
various prizes in both Georgia and abroad. 
Taloni is the holder of various awards: 
first place in the category Best Female 
Folk Ensemble at the 2015-2016 National 
Folklore Festival of Georgia, grand prize 
in Georgian traditional chant; first place 
and gold medal in Georgian folk song at 
the National Competition of Children’s and 
Juvenile Choirs. 


Among the ensemble’s projects, mention 
should be made of its creative-educational 
tours of traditional music in different 
parts of Georgia, realized with the support 
of the Georgian Ministry of Culture 
and Monument Protection. Jaloni has 
performed in solo concerts and organized 
workshops for local choirs; the short 
documentary Folk Sketches and exhibition 
of photographer Levan Vaznareli were 
prepared as part of the project. 

Of Jaloni’s recent tours, most noteworthy 
is the ensemble’s concerts and master- 
classes in four cities of Holland as part of 
the festival organized by choir Oktoich. 
Since 2018 Jaloni has been a partner 
of London’s Rose Bruford College of 
Theatre and Performance, and Georgian 
polyphony ensembles Maspindzeli of 
London and Cambridge-based group 
Chela, in terms of sharing experience, 
holding masterclasses, and performing in 
joint concerts for international students 
and lovers of Georgian music. Ja/oni has 
released 4 CDs and one DVD. 


PERFORMERS 


0990 
189H9010, LoddHM139LM 


BIdILMHINIBNIIN 


HIMRMmoab AybayadsemH Gob bomb qaHo bodagmab Jomms sbboddmo 0549 wobogmynH- 
domanma gJomofymo Lodegmab gMia-ghan boaggmghm obboddmns, gobbo3qaMgdeyeno 
LedgdbMyemgdmm obgMam, ZodIMMAQQErO Bybozs~mdnams ws XIX boy 3qbob sGMndqGom — 
Bamgmdsgmnsbo gngoMam. sbboddmab bymddmgo6gemas avymorsddy] gqommodgomo. sbboddeo 
Rodmysmndes 2012 Bgemb. dabo dodsbos o8gMqmo Jomodgma bLodmgmgdob dagnbygdeyemo 
BodQIQd0b aogmsbergdo-BmBymoMadsyns, Jomo jyma Lodeghom ImIsgom0 Momdob 
LodAbG| Mgbgdo Eo Momdsmo Y3e@ob dgq4(39390 BMmggbob wsd33ne@Mge0. 

09090 wosMbgdabmsb6s39 don3syHm ALAgZ6gmabs ws L3gQ(3nsmabGms yyMoemgds eo Lym 
dog bombab boygoMgmo sbboddmn asbes. og0 oMab adgMgmabs wo bojoMamggmmb 
BoLIGosdob sMsghan BqmMBQMyema ombobdagdab, bofgqmImJdgam ymby3gMmBabs oxy 
QMMymMMQemo g_bGagomoab, Hyerg Oo MoeomsMGmgdGgdab ofGoyMo Imbsboamg, 8Gmg46) 
bogaogGob gobsmoabGo, OQMJgnab gJomsd IoMdoMobda godoMayma bogMmsdmmMabem 
BLGHoZomob moqjMgoGo Os 8HobamMHn; QmmgmmMab gMmgbqemo gB_bLGogomob moyMgoHoJ 
Od ZdSMYZQdqEmO O-rInbo(305d0 bomb yMa Ladmgmab Jomms sbboddeo*. 


IAME 
IMERETI, GEORGIA 


The female folk ensemble lame 
of Terjola Municipality, directed 
by Gultamze Kublashvili, is 

one of the best West Georgian 
ensembles of urban song, with 
particular performance manner, 
distinguished musicality, and a 
19th century attribute: a guitar 
with a red bow. 

The group, created in 2012, aims 
to revive and promote forgotten 
Imeretian urban songs, inspire 
interest in urban song among the 
young generation. 

Jame attracted the attention of 
listeners and specialists soon 
after its creation.Jame has 
participated in a number of 
cultural events, charity concerts 
and folk festivals in Imereti 

and elsewhere in Georgia; is an 
active participant in television 
and radio projects; a finalist of 
the project “Talented”; a laureate 
and prize-winner of international 
festival; a laureate and winner 
(category female folk ensemble) 
of the National Folk Festival. 


87 


Dn 
[24 
i} 
= 
[24 
° 
<I 
[24 
i>} 
oy 
cS 
i 
3 N«eNSM 
uf Nanenv0, 
. Loddm 01392" 
iv} 
£0 


R3YBO 0G00m 2013 Bgemb Hsdmyormadews. go sgMonsbygob Aqgbogob Logo@obb3o IndsmMayjengdom 
Z99M3E0~ Agbogmbgdb. oGoomb MHgsIgQHGayoGo FsMImseagbb yobabos ws JoMaamo 
BMMaQgmbaab gHmaj{oM Labagdbb. xaqgob IoBsbb oM BsMdmowagbb bombsma bodegmab 
20029630 gOMMZgMds, AQbagmbydo0, YdMs~mme, (33~@AMMd]76 DI8MegndaMQdob Yodym Leaedo. 
Rawal bgmddmgo6gema ~ogan Joemsdmboas gMa-gharn od ymIBMBaGmMavsasbos, GMIgmd(3 
80H39M5EO JaNBYyr bam Kobab 98 3mMbzMgByeo IndoMoqemgdob Igbogab BoImysmdgdob 
LogoMaggemmdo. sMbgdmdob Iga EMmab doybg~@s30E, OM05M BoMIs& dom asdIMZ0~@~0 
ALag_momb IMAL Hager IqbogomyM B_LGogoe~gobo es ymbjzyMbydBq, doo Iomob: Eurovision, 
Java Jazz, Borneo Jazz, Alfa Jazz, Inne Brzmienia @o b 

aGnSMbL BggMgQd0: Cogam Do~msde—boos (bymddmZgobgemn, 3mMISMBaGmMn, 80s6obGo); bya bom 
dogmoMedg (qoMaaemo bombaymo 06L,89968960); (530M YoQoMadg (89% 3-gbo9); dogo 
egemgygo (dobo); mgg06 sddommogo (@EModo, 89M 34qbo9); aoas odsdadg (gmgoe@o); dodm 
RoZ0badZ0EMO (gmyzogro); dAdo IQHENEns (gmgoe~0). 
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IRIAO 
TBILISI, GEORGIA 


The ethno-jazz band Iriao was 
created in 2013 in Tbilisi. It unites 
experienced musicians from di- 
verse musical backgrounds. Iriao’s 
repertoire is a fusion of jazz and 
Georgian folk music. The group 
does not aim to modernize Geor- 
gian folk music, which UNESCO 
has proclaimed a “Masterpiece of 
the Intangible Cultural Heritage of 
Humanity,” the musicians simply 
try to enrich ethnic music via im- 
provisation in jazz rhythms. 
Composer Davit Malazonia, the 
director of the group, presents this 
synthesis in his compositions. He 
is one of the first to offer this par- 
ticular direction of jazz in Georgia, 
himself actively participating in 
the group’s concert programs. 
During the five years of its history, 
Jriao has successfully performed 
at the world’s most prestigious 
music festivals and competitions, 
such as Eurovision, Java Jazz, 
Borneo Jazz, Alfa Jazz, Inne Brz- 
mienia, etc. 

Iriao’s members are Davit Mala- 
zonia (director, composer, pianist), 
Nugzar Kavtaradze (Georgian 
folk instruments), Davit Japaridze 
(percussions), Shako Ghelekva 
(bass), Levan Abshilava (drums), 
Gaga Abashidze (vocal), Misho 
Javakhishvili (vocal), and Buba 
Murghulia (vocal). 


PERFORMERS 


BIdILMINIBNISN 


9%90)09%I 
MINLLN, LddsHO1BILVM 


Jomms QMmMzmmMymn sbboddmn 890580] 1986 B9mb dgogdbs. dabo dg0e@039 693M0 
Mdomoabab Labgmdbagm ymbbyMgZoGmMaab FyMbeosdmsgmgoqma gnbmdsbagmemaos. 
JoMangqmo bomb yma bLodmgmob I7dILMQeE_demdab ob&mMosdn Jdgmsdb]7 380M%3ge@0 
RGYB, HMAQGM|Id(3 Jommo GHMowagayema MgsIgMGayoMab Amdogds, IgbOsgms ee 
ZodIMID|VMISS Conbym. 

bboddmob IgIMA{IgG~@QdOM0 IMBSdbLa FMoeagaqjem IgILMyemgdemdsbob Jofbods~myMo 
Losbemggs. ISga0d bab MpsIgMGqQoMo Imagegh Jo~moms BmmgmmGab yggmo gobMb: 
b59336m, b083-4Mbomm, sdobeab bogg@Mgogm, Mgmab Loenwgdgm, IMmdab, Lofmmboem, 
LodammmgnsMm bodgdgdb, MoGyqomyM BIMbyAm~mgdbo wo ba(39330M Lod~mgMs-~Wsbs3Mo39ob. 
domo BIMsg~mgbLmdo LoBmgsemgdob RoMam BMggGdabagob LEmMJe@ 5d sbbodd~mob 
Bysramdom asbes (36mdomo. 

Bdqmsd BOL AmeEgsbymds AZGo@ IMogomegMmgsbos: g4b8ge@a3agdo, bsdg36agMm- 
3362930MN Ed BgQEdaMZaQMO IAmMeagsbgmds, LoyoGr ws Lod3gmIm{dgem mgd(30s- 
3839 GQd0; LogMmsdmMabm 3mbyegQMgb3agd0 My LadsmboydgQd0, BgbLaoZ0egd0, 
HIM] ES M9~QOM|Z9E9(3999d0; Logmbi3qgMBr ByMbg9d0 Co ,3MM3ZdM3gd0" 4gMmsab 
dggy690do (Agg0(39M09, A9Mdobns, ogb GMs, sgmane, Leamggbns, aGsemoo, LoyMobagan, 
SMaGhsbqo»0, Gabgona, qzMonbs, MGHZo, EMSG309). sS6boISenn gowosmgdyenno cmg3ydIV6G WH 
Od AboG\ {Myer yaemdg7ddo. Jobo RobobgMJd0 asdmr(ggdqemns I3Zg7039M0Sdo, ag%dsbosdo, 
dMnGsbgmdo, 0dd-do, LoJomaggmmdo. 

2016 Bomb 3mmgmmMgma BMowagagdob smmagbs-3mdqymoMabgdodo IgGo6o~o 
Bgeomabongab 887019dB] PsRomoOngws Bmbe JoMoayemn goemmdob Bog% wabgbgdyeo 
BmInbs(303d0 JomMay~mo gme~mjemmGob 45808960. 

AndeEnboM] Berob sagab&mdo Potentino Societa Agricola SRL-ob 9063930m, 809050899, 
o6bodd~m do~mesborsb gMmse, 3m6(39%H]jd0 asdoMms Gmbyobob AboMgda (oS oes) 
MMasbodgjdqeEm 8mmagmbayMa Agbogob gygb&ogombp. 


MZETAMZE 
TBILISI, GEORGIA 


The women’s folk ensemble Mzetamze 
was created in 1986; all of its seven 
members are alumnae of Tbilisi State 
Conservatoire. In the history of Geor- 
gian folk song performance, Mzetamze 
is the first group which sought for, 
learned, and performed traditional 
female repertoire. 

The ensemble’s creative creed is the 
highest possible fidelity to traditional 
performance. 

Mzetamze’s repertoire encompasses 
all genres of female folklore: lullabies, 
healing, weather change, glorifying 
God, work, wedding, funeral, ritual 
round dances and dance songs. It was 
thanks to Mzetamze that most of these 
became known to wider audiences. 
Mzetamze’s creative life is fairly 
diverse: field expeditions, scholarly 
research activity, public and charity 
lecture-concerts; international con- 
ferences and tours, festivals, TV and 
radio programs; concert tours and 
workshops in European countries 
(Switzerland, Germany, Austria, 
Belgium, Slovenia, Italy, France, UK, 
Russia, Ukraine, Lithuania and Lat- 
via). The ensemble has been featured 
in documentary and feature films, and 
its recordings have been released in 
Switzerland, Germany, the UK, the 
USA, and Georgia. 

In 2016, for its contribution in the 
revival and popularization of folk 
traditions, the Georgian Chanting 
Foundation recognized Mzetamze as 
“Benefactors of Georgian Folklore.” 
In August 2018, Mzetamze held con- 
certs together with ensemble Shilda 
at the Festival of Polyphonic Music 
in Tuscany, Italy, invited by Potentino 
Societa Agricola SRL. 
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ZoYMS BrMygemmMymo sbboddémo Ag¢gema JoMaymoa bombama bLodegmabs we 
Lo3Mog39d0b Lobgmdbagm dydg7dMs6 2010 B9emb IgnJdbs. bgmddmZ06qe~mgd0 oM0s6 
dgmg306 sonsdgomo ws gngo Jbm3mgemo 

obbsddmab dobsbos smImbsgmgm bofJoMaggmmb dnobo wes dsoMob boembsymo 
LodmgMgdob <(36mdo my dagnbygdqema g9MnsbGgdob omdmAgbs wo goEQm36e~mgdo. 
obbsddmoab I7dsg7bmMdodo Lbgo@abb3o0 8Mmegboob obomaobMegd0 oM00b, 
Hmdemgd0(3 boembsyMa LodmgMab weawds LoygoMyAmds asogMmnebs. 

A gem MygQymoMymow IoMosgh 3mb3gM%Ggdb Igdq dob <qQbmgemo L&qjIMgdobamg0b 
= gmbQgqMgb3ngdobo ws LodImBa7IgQdab ImbsBaeggdabsmgab, Joma geo bLodegmab 
JoMnggma eo yRubmgmo AmyZoMymgdabsngob; sfJHoyqMoe Imbsbamgmdb 
yoggmbenay® bogMmsdmMabm sfiosda — od A9%9q8d0 ~s Mdo~mabmdob 
EMgbsbbsymob 3m6(399%Ggddo0, LoJoMaggmmb Mo@om wo GB ymgoMbgdob 
Z9E0(390gdb5 Co 8M%mg48)9dd0; bdaMs@ oJgb aobgmamn bLogobdIobommydem- 
BMHoJGogqema embabdagdgdo gqMyoobob, mgerogab, Mybmogab bsdqbagm bLymengdbs 
Ed Ijdg7ydQddo. gobbogyamMgdom smbobadbsgos, GMI ym3gmbemrayMse Idgemo 
LofoMaggemb bogomsbb3s 3xqmbgdo a3m36emgdb g¢mbobs ws o~magmb joempbosMyjen 
HoGoomgob. 

sbbsddmob AgIMAIg@ Adama BMQEM gm QbGagyQMo LodgdILMQmygde~m bLeomab 
JMagyengdss; IgLMAmgdob BmMMdIs ~o BobgMs odbodsmyMee Insbermgdyjmons 
03968034 BMowazosbamo6. 

Afgemab AgIMAIg@gdoM0 somMaMoQns ES LodIM|M]7d0 Ag7bLyAm@mns BmeEyemmMob 
9AmZ6qmo Bmbeoob shLam~mmanyM g99m(399sdo — JoHage@mo gme~mzemmGob 
bogobdyGo: 3mem zemm®en0 56b508em980 (2016), 2017 Egeb 3a sbbaddmab 80%39e0 
Lamm oge@am smdmdo godma(30. 08039 Ba9mb A4gemdo bo3mbyqmGamrm GyMbgn0 
AmnsMo I43g0(39M00. 
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MCHELI 
TBILSI, GEORGIA 


The male ensemble Mcheli, directed by 
Ketevan Baiashvili and Givi Ksovreli, 
was created in 2010 at the State Museum 
of Georgian Folk Song and Musical In- 
struments. 

The group aims to discover and revive 
forgotten or lesser known variants of folk 
songs from the East Georgian highland and 
lowland regions. The ensemble’s members 
are young people of different professions, 
who have been united by their great love 
for folk song. 

Mcheli regularly performs in concerts for 
foreign guests of the Museum, participants 
of conferences and symposia, and Georgian 
and foreign admirers of Georgian song. It 
actively participates in the international 
event “A Night at the Museum” and con- 
certs for the Tbilisoba celebration, and 
in programs and projects of Georgian 
radio and television. The members often 
organize educational-practical events at 
Gurjani, Telavi, and Rustavi museums and 
schools of music. Particularly noteworthy 
is that Mcheli has revived the calendrical 
Chona and Alilo rituals in different parts 
of Georgia. 

The ensemble’s creative credo is devotion 
to authentic performance style; the form 
and manner of performance is approxi- 
mated to authentic tradition as much as 
possible. 

Mcheli’s artistic biography and songs 
have been included in the anthology 
edition Folk Ensembles: Georgian Folk 
Treasures (National Folklore Foundation, 
2016). The ensemble released its first 
solo audio album in 2017; the same year, 
they had a concert tour in Switzerland. 


Dn 
[4 
= 
= 
[a4 
° 
& 
[a4 
i=) 
a 
5 
QQ 
& 
3 
ef 696065 
¥ Manno, 
3 LoddM01892M 


gomms QMmyge@mMymo sbboddemo 656065 2004 Camb Rsdmysmndm@s. dob 
IgdoE_Ag70~MmMdsdn YD gnbmMdgbagmemans. dom Immob sMnsb, GmanGGQ 
8g(360gMJ00, abg — boembyMn LodmgMab 39e@0aMa,9d0 ws Jgs~mmdengdo. 660699 
Syed®mMoob yyMo~emgds g00MM%Rg4e0 Hg3gM8HyQoMaM, MMagobs~myMo 
LsdgdLMyemgdmm LAamams Es DabyMam DondsyHm. sbboddmab Mq38gh8yoMo 
dommes GMs@0(304m LoImgMgdmsb gMmse AmagZogb abgm bodwydIgdbois, 
MMAIAQMOI(Z YMBsdo 4353Ms@O asbbobogMyjmo segamn oH goohbnsm. bo606ob 
B93M9d0 Reommdgb, AgnbsMAyOmME Joma mn bombyMoa bLoImgmabamgab 
Erdbobosmgdgmo GHMseayZaqma LodgILMyjmgademm yYmMMIgQd0 ws JobgMo. 
ababo 4369396 Lbgo@sbbgo0 HMo@agaqm bo3M03bq73 (gQobe@qMo, AmbaxyGo, 
Roban, d76aM0, adsGImbo, ConMo). Bsbobsb Ambsba~gmds ofgb Io~gdyeo 
o%59HH LogMasdmMobm gBg_baagembo my bLoggmImJdgem ombabdagdsdo, 
AmamHz LofgoMaggemmda, abg LobegeMasmyo. go9m(398jemno sbboddemab mo 
STNOOMSMomdo. 


NANINA 
TBILISI, GEORGIA 


A female folk ensemble Nanina was created 
in 2004. All nine members of the group are 
ethnomusicologists. Some of them are scientists, 
folk song teachers and chanters. Nanina has 
attracted the attention of the audience by their 
distinguished repertoire, original performance style 
and manner. Ensemble’s repertoire includes not 
only traditional women’s songs but those songs, 
which do not occupy any strictly defined place in 
everyday life. Members of the group try to abide 
by the traditional performance forms and manners 
characteristic for the Georgian folk songs. They 
play traditional folk instruments as well (Panduri, 
Chonguri, Changi, Chuniri, Garmoni, Daira). 
Nanina have participated in many international 
festivals and charitable concerts in Georgia and 
abroad. Ensemble has released 2 audio CDs (2008, 
2016). 
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GMM bsd60 Eo30M AQemosdom~mob, Msd9H HmEMM@sgobs ws bobs IAyogogob6odob 
Igd@A_6EMmdnc 2011 Bab Rodmyoemnd@s, 3md3MB0HMMH cbr gyMaqmoob booggmH~r 
BMOBZgMGBabsmga0b. 08 Egmb Jomms Q{mEyzmmMymo sbboddmo bomobsm 3mb3QghGom 
BOBZgqjE~Ma AYO sgbGMosdo. sbbsdde@mb mob shores ymIsmBagMMab gogo E. Gymmnosdgoamo 
o6b3ddm o6BobbsGo0@b. © Aqmmosdgamoabs es Lomsbomb BggZHgdab, H. AME~mmMMe@sdgobo wo 6. 
AyogZo6odnbog06 Jgwagbamds BMHamd bLsdbo 8nMgqmse LEmMy@ 3g6ab gMa-gMn 8MgbL Hogg 
c@o%dobdo (Wiener Volksliedwerk-bockkeller) asdoMas o, ayMayjmoob Ladegmgdob 3m6(39%Bo, 
AMIM|IO(Z SVOA®™MMaabL damosb neo ImBmbyds wWsndbobsyMo. 

dob dg8EIa HHMI MsdeEgb609g Lbgoe@obbgo Embabdagdsdo dan~m Ambsbam~mgmes. 
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SAMNI 
TBILISI, GEORGIA 


Trio Samni, which includes Davit 
Shughliashvili, Tamar Tolordava, 
and Nana Mzhavanadze, was created 
in 2011 for a concert celebrating the 
work of composer Inola Gurgulia. 
That year, the women’s folk 
ensemble Satanao was ona concert 
tour in Austria, and the composer’s 
son Davit Shughliashvili, a 
member of ensemble Anchiskhati, 
accompanied the group. Trio 
Samni, with Shughliashvili and 
Sathanao’s members Tolordava and 
Mzhavanadze, held their concert of 
Gurgulia’s songs at one of Vienna’s 
prestigious concert venues (Weiner 
Volksliedwerk-bokkeller). The 
concert was greatly appreciated. 
Following this concert, the trio has 
participated in several other events. 
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6boddm0 L&7Go%o 2002 Egemb Agngdbs. Kxaqgb gb Lobgema LH yQmnse@ JgdImb3z930m 
CsgMGJZ0: gMab_Er, Mmeagbs3 jmb3gMGdo Loge 3gmem|dGoggdmo0b ghmose@ 
AmbsBaemMgmMdEbqb, sQndoby Lo Gy3{o0 LG yoMo d9gHdo Kaqgab bLobgmoe@ danhbos wo 
dob dgde@ga, obye. 

sbboddmab 380%3gqm0 oy@OM om~mdmda 39630b bow 2004 Bge@mb asdmgnms. y3gemo 
LodmgMs Kaq{gab LogqmsM Loo{GmGm LA qQensdo RonbgMs Eo Csdydo3~@o. omdmdab 
RebyModo AmbosbaemgmdeEbyb: CsgaM bmbaBGodZae@a, babmM YsbyYmsge, IoMnbs YsbyYrogeo 
Od BYxMSd Jozo~momno. 

LG 7IoG0 Lbg2@obb30 LagMmsdmMabe gb Sagemob ImbsBaengo: do6M3Zg9Ho, m909(3030/ 
agMdobrs (2005), bLodbMa~ jo3z0b05 @Ea/bo@Mobagan (2006) ws bbz. 2008 Bemob 
@obsbyobdo gangh bmes% dsbo (mobs Gyod960) AgyMO@S. 09 Ag7dswagbemdam 
LG GdsHI5 MHsde@g6ndg 3Mb(39HGBdo Jonmm IAmbsba~gmds wo 2009 Byeb IgmmHy 
sMdmIo Came gs8Mb(39. 94939 Berab smemb sbs~mo BagMab, Msdjbs IaMasbsd30~@ob 
(3m68Mdobo) 99998 9d9d KayVQBob yogMoemdab b38g48Ho 3owE|3 7RBMGM aosogoMamgo. 
RAIBLE mogabo qbogoemeyHa LGomo ofgh, MMAgeday JoMaxnemo GHMowa30yjemo 3oba9d0 
A_7MEYAQMos BrobagyMo ws Lb3go0 AgbogomyMa L&amgdabagob wosdobsbamgdgm 
JogMoemdosbasb. Agbagmbydo 0% sHnsbh AZAbMY@AmMa Mmdgendg yobMab 306%m 
RoMAmgdam. 8oMaJam, ababo M9909 g4b3qMndgbG {db 93gmgd96 AZQEM MaGhIQdaMd 
Ed B9HdmbagQd0m. LoIm|Mydob GH JbGgd0 smgdyenns MmamM3 wd3ggqmgbo ws o~@mM- 
JMabGosbyemo ByoMmgdoe@sb, aby msbsdg@mMmg9 38mg dbon@06. 

dgodse, L&yJoMa Agbsdg o~mdmIb] Aqdomdb eo Dabo agsdmd3gqd0b smbobodbs30 
BMOQIMBabsmgab 7IbsEQd0. 


STUMARI 
TBILISI, GEORGIA 


The group Stumari (Guest) was founded in 
2002. They got their name quite by accident 
when they were invited to perform as the 
guests at a joint concert with some other 
groups. At that time, the group still didn’t 
have a name. The word Stumari (Guest) on 
the poster was interpreted by many as the 
group’s name, and it has stuck since then. 
The band’s first album, Rope Bridge, was 
released in 2004. All the group’s titles have 
been recorded and produced in its own 
Author’s Studio. Musicians appearing on 
this album are Davit Khositashvili, Nino 
Janjghava, Marina Janjghava, and Guram 
Makalatia. 

Stumari has participated in the international 
festivals Manover in Leipzig, Germany 
(2005), and South Caucasus in Die, France 
(2006). In the beginning of 2008, Nodar 
Man (percussion) joined the group. With 
this lineup, Stumari performed several 
concerts, and in 2009 their second album, 
Dila (Morning), was released. In the end of 
2009, Tamuna Mirianashvili (double bass) 
came to Stumari, making the spectrum of 
the group’s sound even wider. 

The band Stumari has its own very unique 
style. In its music, Georgian traditional 
sounds are blended with tunes characteristic 
of classical music and various other 
musical styles. The musicians don’t confine 
themselves to narrow genre frames. Instead, 
they experiment baldly with unusual 
rhythms and harmonies. Their lyrics are 
taken from archaic and early Christian 
sources, as well as from modern poetry. 
Currently, Stumari is preparing for the 
presentation of their second album and the 
concert dedicated to it. Their third album 
is on the way. 


93 


Dn 
[4 
| 
= 
io 
io) 
i) 
[4 
5 
i= 
3 
i 
7 JSVTIGN SAM 
a maNZnLA, 
8 Lodom0I3INM 


dbboddenn Jommodgmo GHom mos bybbsMosb, o6o doynsdZa~mMabs Ws Wo{gaM Mamysd3ga~moab 
IgdsERj7FMb0M LagymsHn LodgdILMyemgde@mm dobgMam godImoMhg3o. 

AGomb IgImAIg@QdaM0 aLAMMos Wobsdsdb 1988 Egemb JoMaggemo 3oMGqmbo Igbogmbob 
MISH GQePo8GMadgamab Bagh bofGgmgMoseam 3MH3IMMo(308ba06 JgJdI6aemo obboddmawsb 
— 09360650056 (Ig9d@aMIIO 7.9er53G0MH0) — ~MgQdL, GmMI~ab Lmm@mob}ydow@o(3 IgLsbodbsg0 
IMIM|MeErgdo mos bybEoMns Ed obo doy%nsd30~@0 Jonb3ngb. 

mas Ed 6s Lhgo.@mobb3o EMmb Im_gMmebgb obboddmyddo: Myboogo, JbgeM ye, 
Isd-qe~M0, S6564qGo, gme@mbazo, bIOMSE BoIMEAMELZS IAQOVONZQ9MS Wob&gdmb — 
brnbsGo6 (emg396e@gm0 Jbo3HJergS0) ws d3ge@m Mdo~@obLs6 JMHMS@. IgbogomyjMoe 
ZOQBMMIQVSQEM of4Zga IMogomo LoGJemgZ0bom Es Mo~om 8MmgJGo, 93%qn3Z9 — MQ3Z0d 
gZodMasdab LagdGo3m@o Agd0 aodtoybyamob AgImeEgmds”. Jom sMogMon GsMdIsGJoqjemn 
GYMS) ZoyJSMms3o q(36mygado: agMdsboos, IZgg039M09, LoyMobaga, Bmemsbons, agoeos, 
dgmans, bedgMdbga0, aAMdgao, obMegemo Es Lb3. bdnMs~e IoMamsgm@by6 3mbi3gMBQdb 
LogoManggemb Lbgswmabbge geymbgdo, dom ImMab — ymbymog Gym Gg,0mbgddo3. 
o6bo9d~ y9modGoGob eEsdmoab 39d@g3 LammabGos ONGHb 08039 sbbsdde@mow@sb Igb03g 
bdo — dsMnby gomMasdg EogdoGo ~o sbg JgnJdbo GMom gacrodGoGo. smenm Begddo go 
doMnbg shomasbMes IgnbogmbIs Wsg0m MamysdgomIs Jg(3g0mo. 

bbsddmmab Mgdg{MHyoMa IMogoemaQMmgeobos. shMymgdg6 JoMoryen bombyM, oaMQmg9 
sMIMbg~mgmabs Es Eobsgegaob J®mb Jomodnh ws 9. 6. ,MgGMm* badegmgeb. 
sbbsddemb g098M(39dqjer0 o4glh oMogMa0 CD ws DVD, domo 3mbi39%GHgd0 bdoMse as~@on(3990 
BIJ ES Ms~EaM sMbgdam MmamM3 bLofoMamggmmda, obg q3bmgado. sbobs ~s mmosb 
da~rgdaemo sfgm IMogamo YoemeEm ws Laggan. ababo eEgd0 odbogmgdab 8MGgdonb 80M3gem0 
MdyMJoGHJd0 Ed MaMbLUdob mMeEgbab Zog0mMgdo0 oMnob. 


94 


KALAKURI TRIO 
TBILISI, GEORGIA 


The trio of urban songs with Lia 
Khuntsaria, Ana Bajiashvili and Davit 
Liluashvili as members is distinguished 
in particular performance manner. 
The trio originated from ensemble 
lavnana (later Kelaptari) created by 
virtuoso Georgian musician Omar 
Kelaptrishvili at the Georgian State 
Television Corporation; brilliant sing- 
ers Lia Khuntsaria and Ana Bajiashvili 
were the soloists of the ensemble. 

At various times Lia and Ana sang in 
ensembles Rustavi, Mkhedruli, Mamuli, 
Ananuri, Kolkhika and also sang with 
the ensembles of duduki players — Soi- 
nari (currently Ksovrelebi), and Dzveli 
Tbilisi. They musically designed many 
television and radio performances, as 
well R. Gabriadze’s “The Autumn of 
my Spring”, successful toured in Ger- 
many, Switzerland, France, Holland, 
Italy, Belgium, Greece, Turkey, Israel, 
etc., often held concerts in various parts 
of Georgia including conflict regions. 
After the collapse of the ensemble 
Kelaptari group third member Marina 
Giorgadze from the same ensemble 
joined Lia and Ana and so trio Kelaptari 
was created. In recent years Marine 
was replaced by young musician Davit 
Liluashvili. 

The trio’s repertoire includes Georgian 
folk songs, examples of Eastern and 
Western branch of Urban music and 
the so-called “retro” songs. 

The trio has released a number of au- 
dio and video records. Their concerts 
are frequently broadcast on radio and 
television in Georgia and elsewhere. 
Ana and Lia are holders of numerous 
awards and diplomas. They are first 
winners of sister Ishkhneli prize, are 
decorated with the Order of Merit. 
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AQEMLENAZIMS WsbHs JbgGqengd0 AgZIMAIgeEgd0MN Eo ONMa~EAN{E~N 99d330EM JS obbodd~ 
bmobsGabs, Gmdgea3 1959 Bgerb amngme (aMnds) Jumgmgedo Rodmoyaemnds. Joba bamdd- 
Mg06gemas JmeEsH ImdoGsdgom~mo. sbboddends bonbSHyMgLM CEs BoymangMa IgdImJIgegdam0 
Ads g063—~m. Jobo IM3qjmoMmds Bmnesb Brodie) odbBMQdmeo Eo aobyws boJomMaggemmb 
BoMamgab: aob\MAmmgdam oMHsgMmbgm ImosMs agMdsbas, bLogMobagmo, oSsemono, 
gbGMno, SyemaoMgao, qoaMgan, abMogma, Mybgmob y7~egMs309 ~Eo Lg. asbbo3qmMgdam 
ombsbodbsgno 1991 Bgemb bmobsGob Ambsba~mgmds Jor0gd006 ws Idgmsddgjbs6 gHmseO 
QGeaobab Ibagcom gxymEByMons bobmab 3GmgqGom (BGmgJGab o3GmMHo byob (3oa@gM0) 
godoMagqem JoMogema gJomogma Igbogab 3mbi39%Sdo, GmI~ab RobsbyMo 09039 Bgemb 
sqeaAMeEALZS BdM039 LrnbsGob bobgmbmeagd0m. 

ZMoamen dboogmgmab asMms33oemgoob J9d~@93, 1995 Berag@ob sbboddemb JlbmgGgengdo g6meo 
d bom939do gmmoM Imda®sd30m~mo foxywas. 

J[bg34g9ergS0b G739HG72Hdo daMomsese JoMaygema JomodyGa (mdog~mab-yHo) bLodegmgdn 
od Edb53M%539809; 06939, obMyjm~M|d96 geome ImdnGodgamobs ws Lhgomes bog 8mMm 
LodmgMgdbo3. ombobadbagns, Gmd sbboddmb Byogh sbomaobMeyeo (33m — doGoMe 
Jhogegengdo, AMAm|d0(3 Joma Lodgbagm G®Moeai3agdb samdgengdgo. 

2012 Bombs godmage gemm@oM ImdoGsdgamoab boogGmGm bodmgMgdob wob3o0 — 699m mdo~mobm. 


DUDUKI 
ENSEMBLE 
KSOVRELEBI 
TBILISI, GEORGIA 


The group of duduki players 
Ksovrelebi is a creative and legal 
heir of ensemble Soinari, founded 
by Grigol (Grisha) Ksovreli in 
1959 and now directed by Eldar 
Shoshitashvili. The ensemble has 
experienced an interesting and 
fruitful creative path. Its popularity 
has grown from year to year and 
travelled far beyond Georgia: the 
ensemble has repeatedly toured, 
with concerts in Germany, France, 
Italy, Austria, Bulgaria, Hungary, 
Israel, Russia, etc. Particularly 
noteworthy is Soinari’s participa- 
tion in a concert of Georgian urban 
music together with ensembles 
Mtiebi and Mzetamze as part of 
a project organized by World 
Culture House Berlin (director of 
the project — Susanne Ziegler); 
in the same year, the recording 
of the concert was released as 
an audio disc entitled Soinari. 
After Grigol Ksovreli’s passing in 
1995, the ensemble was renamed 
Ksovrelebi and headed by Eldar 
Shoshitashvili. 

The repertoire of Ksovrelebi basi- 
cally comprises Georgian urban 
(Tbilisi) songs and instrumental 
pieces; they also perform songs 
composed by Eldar Shoshitashvili 
and others. It should be mentioned 
that the group has an associated 
ensemble of younger players— 
Patara Ksovrelebi, who continue 
urban music traditions. 

ACD of songs composed by Eldar 
Shoshitashvili, Chemo Thbiliso, was 
released in 2012. 
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yg0Memob AnbagadssmnG Gob qmodsbgbo boggeo Ja~me@s boymggmmomess (36mdbomo 
Agggosbgmdabs wo LobadmgMm BMosea3agdom. boggm Jomeash qyzogdaMe@geds JoMayeo 
LodmgMob qdoermm AgILMyeEgdg~mms oH gMao bLobgmo. dam ImMab aosbbogyqoMgdy4e~ 
ye Moemgesb of(3g3gb emgg06 obodsdgomn. 

2015 Bgeb LEmmM9@ 08 OLAMMayE Loggmdo WssMbas Mgnbab 3ymdI3obos Jo~mes, HmIg@IS(3 
qomMgbse bLonb&gMgbm 3mb(393QGoo_MgabM CEs BmMEng\mbrs — A_gIMagmogobs. Bmbeds 
JoG7erds 350M45d E3060b ymd8sboo Ja~meEsbors6 2017 Bomb Rodmaysemnds CEQ@sb E~m|gzobob 
bobgcomdob gmemjzemmMGae@o o6beddemn da~me@s. sbbsddmoab bamddmgsbgmgdo, ddgd0 — dgdo 
0d Amo dadobsdZn~@mgd0 as~mdab oaggMboa®gGob 3qMbesdmsgMgdyengdn sMHoob. sbboddeb 
{MOL Vem GHo630gdb qbAgZL baggho oMmobgmo ImAM|gMomo, 94 Bmab sheEMm bLodsdgomo. 
o6boddem0 daem@s BoMam syeaSmMonb bobsd9 8oM3g9mo@ 2017 Bmab donbdo GoMegs wo Job 
I99@g3, Msd~Qbn9g 3mMb6(39HGB'0g, LogQMmodmMabe B_bGogoembs es Emboabdagdssbq3 odmgMe. 
o6boddmds 2018 Bamb 80M 3g9em0 oNjeamomdmda gsdmb yo, MmMAgeEdayy JIma~mayMo jobyMo, 
doGamseEs@ 30 - Jae~meo7Ho bodydIgd05 JgGo6oe~o. 

A8enboM] Berob va3ab&mdo Potentino Societa Agricola SRL-ob 8063930m, domed, obbodd~ 
9B9M50 B7LM6 JHMdE, 36(39MHGH]J0 godoMos Hmbyobab bsMgqdo (oGsemns) mHaobodgdyoo 
BMMQgmbayMa Igbagob gBgbLGogomb]. 


96 


SHILDA 
KAKHETI, GEORGIA 


Shilda, one of the most beautiful 
villages in Qvareli municipality, 
is well-known for its winery 
and singing traditions. Many 
incomparable performers of 
Georgian folk songs are related 
to the village Shilda, Levan 
Asabashvili among them. 

The winery “Shilda,” founded 
in this historical village in 2015, 
has suggested a very interesting 
concept—wine and polyphony. 

In 2017, the Georgian Chanting 
Foundation and Winery Shilda 
created Dedas Levana Folk 
Ensemble Shilda. The ensemble 
is directed by brothers Beka and 
Gocha Bidzinashvili, alumni of the 
University for Chant, with 94-year- 
old singer Andro Simashvili from 
the village of Artana as a consultant. 
Ensemble Shilda first appeared in 
front of audiences in May, 2017, 
and has performed in several 
concerts at international festivals 
and other events. 

In 2018, the ensemble released its 
first audio album, mainly perform- 
ing the Shilda variants of Kakhe- 
tian songs. 

In August 2018, Shilda held 
concerts together with ensemble 
Mczetamze at the Festival of Poly- 
phonic Music in Tuscany, Italy, 
with the invitation of Potentino 
Societa Agricola SRL. 
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oagaqmmdan Bmgdnb dobdamby mdamoabdo bsMdsGydqjmow ByVbfi3amdoMgdb gdMogemmo 
IIMHVQMAQM-bogsbdsbommgdmm Ambeoo. QAmbeab CsdQyWdbgdgm0 ws COM |IamMo 
Eds9Mbydab Ema@sb oMab J-6o gemgbq SgM3mgohin. 1993 Eea~@sb ymbemsb JgaJdbs gmzoemjMo 
L&Qers doMo, MmMImab Gren IgyQ@abgdgmoo, asbbs3zqnMygdam Gaqm 1990-nsbo Eemgdob 
Lognsmy® Eo ggM6mdng44H BgMaMEdA, MMEgLs(3 YmMbEdO ngMndgdMe@Ss Mdomabab bagogMo 
oboemaobMeamds. 

gobyemo Bengdob aobdogemdsdo L&Qenab 3qMbesdmogMgdymgddo aosoaMdgengh IqbazomyMa 
Logdno6mds Logo@sbb30 4q(36myH ws seE{Zommdsing b(396s%], Lows(3 Loaggagbm gdmMoqy~m 
AxnbagomyM BMoea(30gdb GsMs~e@ga9696. 

L&Qeosdo Imbgy9980 go~nsb 3mygommab Logydgengdb, LEog~mmdg6 gesba3yM Agbagobs ee 
goMogemo bombob Agqbogzo«~myAMG Agdj3380@EMQMmdob. MmamhH’3 MgQdIab Bobodg, obg3g, Jomodab 
LogmbgMGm EoMd0b bdo aodmbymabob dom asdmbymgdb ym3gmmgab wawn boMdsGgd9 
obemeg3b. 

bercest Bm3omoab 8g9@sama0 gobms3gm Mdnm~mabob 306m boMegadgamab bobgemmdab 
Lobgmdbagm jmbbyMgo8mMoob 8HmgygbmHo Za~n aMoamMnsbo, 3mbQgMGIsobGymo — 
Hdamabab agoGMomyMHo sgoe@gdaab obobGj768-sAmaghmMn J-6 GHoGosbs LGoMogmgb 3000. 


VOCAL STUDIO 
SHIR 
TBILISI, GEORGIA 


The Jewish cultural-educational 
foundation has successfully 
functioned in Tbilisi for dozens 
of years. Elena Berkoovich, the 
founder, has directed the founda- 
tion since the day of its inception. 
In 1993, the vocal studio “Shir” 
was created at the foundation; the 
studio played an invaluable role, 
particularly in the difficult 1990s, 
when the talented youth of Tbilisi 
gathered here. 

In past years, the graduates of the 
studio have continued musical 
activities on various local and 
Western stages, where they are 
distinguished in the best Jewish 
musical traditions. 

Here the students learn the basics 
of classical vocal music and the 
musical heritage of the Jewish 
people. 

The performance of studio vocal- 
ists has been accompanied by huge 
success at both community events 
and city concert halls. 

The vocal coach at the studio is 
Villi Grigoriyan, Professor of V. 
Sarajishvili Tbilisi State Conser- 
vatoire; the accompanist is Tatiana 
Stikovskaya, Assistant Professor 
at Tbilisi Theater Academy. 
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MoqAMagmob ANbaZo89MOGB Gob IMIM_Mom-Igsmmigmams gybeo JgImMJIge@0b 
bamddmgsbgmos msds Abs 8odgammn. 030 gHO-ghan Loyggqagber sboemasdbMegqen sbboddenno, 
AMAQMA’Z ZoIMAMBAZS GHMoea gogo LodgdILMyengdemm DobyMam, 0I8MmgZndo(304~mMbaM 
Ed ObLaZN~NVSC~MMdno. 

Rodmyoende@o 2007 Egeb, dgdmJdgegmo In@Gm3memaGab ambgdob (3033909) emm3go- 
BVAMb‘AZAM. SHboddmab M7IgMEyQoMdos HHseaQGoqeoa Jomaqmoa boembayMa LoImgmMgd0 wo 
Logsmmdgngdo, qsaMoGgbow — ayo. 

obboddmab AmageGo BysGm bosGJogm BsbobgM]7d0 Es 09 CEoEMbLAsGms YMm—Bbomo 
LedgdbMyemgdmm IMoJGogos, GMIM|d0(3 EM gh Jom 33gMeOM Casbob, gobbo3qmMgd0m, 
GBHaLG6 Ed gyMGo LobsMymodggdo. aybeab Ag7LMymgdob godmsMhggh Ssqybgdmames, 
LodbymdMg, Z0MBQmoByeomds, jdMoemmgds, LodIdgZae@g eo asbmbsLOmMgdyemmds, Moboc3 
MgZHobLdbsb6yjMqd0do Jorn AMbsBa~gmds Ed EM{bsE~mo LodIgo~mmde~m BMoJG39 ad638aM%mdgeab. 
09969d96 GMowa gaye bomb yM bs3Mog9db: BmbaqMbo wo ~mmb. 

I7AMIJA JE bInMsE ImbBaemg|mMdb Logaeabb3o B_bLAogombos oxy Iqbagadsoe~mynMG Embabdngdsdo. 
2017 Bgeb Q3mbeods JoMaymds g50M50d RonbgMs ws BdMbL(39 J7IMJAg@ab 80M3Zge~0 9¥y- 
~AMsEMdmdo. 
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SHEMOKMEDI 
GURIA, GEORGIA 


Ozurgeti Municipality’s folk song 
and chant choir Shemokmedi, 
directed by lasha Chkhatishvili, 
is one of the best young Georgian 
folk ensembles, distinguished in 
traditional performance manner, 
improvisation, and individuality. 
The group was created in 2007 
with the blessing of Ioseb 
(Kikvadze), the Metropolitan of 
Shemokmedi. The ensemble’s 
repertoire comprises Georgian 
traditional folk songs and chants, 
primarily from Guria. 

The main sources for Shemokmedi 
are archival recordings and the 
live performance practice of song 
masters, who assist them a lot— 
particularly noteworthy among 
them, Tristan and Guri Sikharu- 
lidze. The group is distinguished 
by its natural, organized, virtuoso, 
simple, calm and balanced perfor- 
mance, which is largely thanks to 
their participation in live chanting 
practice. They play the traditional 
folk instruments chonguri and 
panduri. 

Shemokmedi is a frequent par- 
ticipant of various festivals and 
municipal events. In 2017, the 
Georgian Chanting Foundation re- 
corded and released Shemokmedi’s 
first audio album. 
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obbsddmob bagmddmgoeb6gmnse Imggqmo Dogom~momns. EosMbes 2013 Bgemb. dobo doboboo 
dogabygdqQmo FHMowayaqema bLodegmgdob smeggbs, Im3qQmoMobs309 Wo ImMIsgo~mo 
HMomdgdobagab go0o(39d0. 

4390 5M6d sdsdob ANbaGZO89mMGB Gob BmmzmmMqema sbbsddmob FoGoGeb qeGmbo 
MsMbob FoMIMdswagoemydnbsg06 Agogdbs. obobo Logg Lygybodo wsd33n@M~ebg6, — of, 
Losi sd0dgmas avpbeok Rodmyomndgdsb 0d gMon boyzqbob 606 wmdnb a 97d30~mds 
d}OM boms39. IMgMmeEb)b, (393303696 d3Z9~m0 Momdab Bg3Mme JImaemgdn, IA dmde~gd0, 
LadmgMsd 9 IgygoMQdyemn s@sdosbydn: SqboMab, B3q4~Mgd96Oq, Lobom@mbm EMgbobbsym gd] 
obH94gdE696 LoMaG yom bLadmgmgdb, msdabng39%9 — Joem-goyoo boemabos6 donMgdab... 
d39e0 Momdob BgogMgdb9(3 LeyMZ0~mo gowRbeEom, EnbssMgdabsg06 AMbLIg7b»~-gZoambomab 
dnbjE30M VIM|QMsM doMdggmo AgaMyenn bsmbyMa Ladmg|Mgd0. 

dbbLsddenn 54GoyGoe Ambsbam~mgmdb Msambye~m ws boJggy6r gmb(sqgMBgobo wo ygbGagomgddo. 
d39eM0 0885 2015-16 Berngdob QmemgmmmMab g7Mimgbymn B_bGogomoab moyMJoG0o. 


DZVELI TAOBA 
SAMEGRELO, GEORGIA 


The ensemble is directed by Moveli 
Makalatia. The group, created 
in 2013, aims to revive lesser- 
known traditional songs, promote 
them, and transmit them to future 
generations. 

Dzveli Taoba’s members are the 
old generation of singers from the 
folk ensemble Harira. They are 
based in the village Sujuna, where 
a century ago Lomin Gugushvili 
created a group from Abasha. 
The parents, neighbours of Dzveli 
Taoba memberssang ritual songs 
and humorous love songs around 
the fireplace during overnight 
celebrations.... 

The members of Dzveli taoba also 
decided to sing old Megrelian 
folk songs. The ensemble actively 
participates in regional and republic 
concerts and festivals. Dzveli Taoba 
is a prize-winner of the 2015-2016 
National Folklore Festival. 
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Lmdgbms Lodmgagqmm IsMamdseo@gdgmo BInws g3e~gboob boJoMaggmmb g3oMJoob 
BIMABVMH YE — Logobdobsam|de~mm Eo sboemasdBMeyemo (396GM0 3o0s%G760 EsoMbes 20116. 
(3958Mdo AmAdgeEgdb Lymmsdegmn smBMeab wsbgbgdyengds, bmdbyMa g6ob bobbs3em 
BQMbLgd0, IMBsMeo Jas~magmons abe, sbomgasbMajemn ynbmaMogoym-dmMymaMoegoyemo 
sbbsddema GoGmbo, Ij;eEyVCeMNZQm sbboddena, Emmab Yanga, gmygomyM - o6bGMydI7Z6Gqemo 
osbboddmn. (396GMo0 FonsH§760 Hogabo LAM yAI®yMams Co boJIovbmdam gMmose@ghMmns 
Mdnmabdo, GMAgma’3 MOMbyyEmose Es Jomom eEMmbgdb] BoMomaghl LmdbymG j3q4emByqMob, 
o(36mMbb Bob JoMaq_m bodmacsemgdsb eo sdam bg~mb qGymdb dob ImdymoMobo300b 
Logomaggemdo. 

89O}WOAZIMS LS (39330L sbboddengdn Logo.@obb3o0 ymb3zyQMbydbs ws BAbAagemgddo a~mgdy6 
AmBsBa~gmdsb, MmgmMH’3 LofJoMaggemdo, 9b939, dob Lodm3gMgdb asMgm ws oMHnsb od 
GMb gq{Mbydab mosyMg7o8 Jd0, LodoGom segomab IAgenmdgengdo. 

AQEMNON;ZQMS sbboddmmo, goMeo adobs, HMI Esdmyjgow@|gdmoe@ sMbgdmeb, obg939, (3m(ybomo 
AgLMQ{mMgdnM Mabberngdsh qbq3Zb obbodd~ GoMmbob bo(39330M bmMIM db. nga gMmo~@gMans 
LogoMaggmmdn, Gmdgma(3 B9bdGsdqMH ImMEgZ06gmdab g6g39. 69393980/dmdbsMe@gd0 9(36mdo06 
AmMaMH3 Lmdgba sdqagdabs wo aybobgdob LodmgMygdb wo Agemmengdab, obg39, Joma 
Qrmgemmb. 

GoHM60 30 FAM@QMON gHMbmaMegagjm~n sbboddmns Mdnmabdo, MmIgmaA’3 Agsbbogeob 
Md Jomeame qd3gengh Lmdbym boggggom bgmmgbgdob, oMod9@ (399g0b BoMIMImdobs we 
ab&MMGoash, GaGyjomgdbs eo Bgb-Aggqjemgdg0b. 

396GM0 FoooMGyba MH Amddg gHb ImMab EosdogogdaMgdgmo AyoMa bo~ns, GmImob 
AgdZgMbaMI(3 beEQds LMIg6 Es JoMnggm bombms Wssbe~mggds, JMIsbQmab gyESymob 
939M 30(36mdo0 ~s Joba asbgamoMQd0. 
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HAIARTUNI 
TBILISI, GEORGIA 


Educational and Youth Centre 
Haiartuni of the Georgian Eparchy 
of Armenian Apostolic Orthodox 
Church was founded in 2011. 
The centre has the preschool, 
courses of Armenian language, 
a choir of young chanters, youth 
ethnographic ensemble Taroni, 
ensemble of duduki players, a 
group of drummers and a vocal- 
instrumental ensemble. with its 
structure and activities Haiartuni 
is the only one in Tbilisi; it presents 
Armenian culture suitable and on 
a high level to Georgian audience, 
thus promoting it in Georgia. 
The ensemble of duduki 
players, and choreographic 
ensemble participates in various 
competitions and festivals in 
Georgia and elsewhere; being 
laureates of these competitions 
and honorable place-holders. 

The ensemble of duduki players 
which exists independently, 
adorns the dances of ensemble 
Taroni with live performance. It is 
the only one in Georgia carrying 
out large scale work. Children 
and adolescents get familiarized 
with the songs and melodies of 
Armenian ashughs and gusans, 
as well as with Georgian folklore. 
Haiartuni Centre is a solid 
bridge connecting two fraternal 
nations, which contributes to 
the approximation of Armenian 
and Georgian peoples, better 
understanding and development 
of each other’s culture. 
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IMIM|Moea, GMIBMBAHMMa, IMsgomdIbMag0 Bafom woyomeamgeqemo bae~mmgob6o 
5 d43b Ien@wshHn Ig7IMAag~gdomn (36mMgMQdo. anGsMs Jobo gsbyyMge~mn cobodg bo- 
3M00, Loddgmme gogdoMabs wo 934m8ab Jggy6gd0 Jomaqmn Lodegmam IgdImosMe. 
AMEAL (omdngmo Joemme 330M GJ Gob — -gd0 odbbgmadob myxsba~w@eb. Joba dgdno 
(ege@ob Eg~wd) JomdsGmba MmodoM odbbyema 08 3g0M%GQGob Agbogse amo baemdd- 
MgZo06gmo aym. 693H0 LodmgMs, DdbEgm@m|dab M7dgMEoMaWSH Mog0E Jommds8mb 
msdsMob Jg4d6ammas. 

230 saMdgmgab mogaba AgbogomyGa mRsbab, JomsdgGa GmIobbydob bsdgd- 
LRyemgdenm BMo~@a(309db; oGo9Mgdb gJb3g9M0d76G gdb Logowobbyo Abo zoemamo 
AnBSMH-MQMAdOM: JEMAIGMM BMdsoyGHMQmo Agbogob GModsImdsob yobmdo, 
BQMM3-Roddo; Jomogaymo Smdsbbab GM9e0(309dbg CoyMEbmdom Jdb6ob msbsdq- 
EM%mg9 JoMay~m Mmdsbbb. dabagab I6odZ6gemMg30b09 Lodmgmab BydbGo, Iodom- 
Mdgb 3moba34yH Eo Loyggagb msbsdgeEMMg9 Eo bae~mbyM mg bob. Jobo Igbages 
yr3gmagob gyMebmds madbob mg Gym Jomaob, dadsgs6 mo8db. 

E59dM53Mo LoJoMaggemb MgoGMomyMo o6L48yj Gobo Eo Irbymgob maybsism- 
Lgab ngoGMomaGa obbGoGy{GQob LoMggabmmam wo3yjemBJGge0 (1967-75 66.). 
L6Z0@obb39 EMMbL aym Lobgmdbag\m MMHBZQqLHM »,MQMMb* Bsdy3060 Lmmoabso, 
MS-HsIDMMIEMBEOS AMbyMgab EMddIsGHyeE M|GHMOS6 898M] BmMdg63mb bob- 
goomb6, BsMdoG qdam Ambsbamgmbeoo JoMagm ws Mybym gamdgddo. 

1991 Beoe@sb (36mgMmdb dgMenbdo ws mg gMoGyjMsdo 3@Ob Mogab bogb; oMob 
3. dommoabs Eo L6go MG {MoGyM gma L&odsgb6engdob Ige~mmdgeo, J94d6oer0 
ogg ogGmMr7damgaMoQaye@mo MmIoba, BHmbBoyeno ([03Cm0, Jab o3593-9%539db dgg- 
09396 EM%9d-CEg OL, BMsbjq3™WMBoabs ~o Donbob (36mba~M0 yeqMbosengoa: “OSTRA 
GEHEGE”, “VIA REGIA”, “ZEICHEN und WUNDER”, obobo (3amgg boabgdse@o5 
Z0dMbL QE LofoMaggemmbs ws Mabgamdo. bo3qmoMa 0353-9%539d60b Inbge3;0m 
dEZ9 SdbyMaqmn L3g4Gogmo ,JoMams” Nydobodga~mab Lobge~medob jobmd- 
Lobomdms mgoemdo. 

AmbSBa~MgMdb g3GmBab LogMmsdmMabe AgbogomyM g|UbGagomgddo, oGomgob 
BgALMbBsem4gM gsdemggbgdbs wo 8g7MQAMMdIsbbydb. 2017-18 Bemgddo BooGoMo Lo3mb- 
(39%8M GqMby agmdobook Jommodgddo, Ambymgbs wo IgG gMdymado. ofGoyMow 
MobIDMMIMMdL Qmemy-Rosbab IndsMayengoam Logseobb63o0 xaqjgRoob. oHoMgob 
badggmdmgdgeam 3mb(39Ggdb. 

Laddmbaydb]J Jobobs Bj6sd—Eg wo dobo ws Mnbs JommodagMo LoMmdobb~ 6ndydgd0b 
MMHagnbsemjMo 068gM83M%]8s(300M BoMeo@agdne6. 


MANANA MENABDE 
TBILISI, GEORGIA 


A singer, composer, and multi-talented artist who 
leads a rich creative life. Guitar is an inseparable 
part of her life; she has performed Georgian songs 
in Soviet republics and European countries. Her 
ancestors include members of the renowned female 
quartet, the Ishkhneli Sisters. Her maternal grand- 
mother, Tamar Ishkhneli, was musical director of 
the quartet, and composed much of the quartet’s 
repertoire herself. Manana Menabde continues her 
family’s performance tradition of urban romance; 
she conducts experiments in different musical di- 
rections: the trip hop genre of electronic computer 
music, and folk-jazz; she also creates contempo- 
rary Georgian romances based on the traditions 
of urban romance. The song text is particularly 
important for her; she applies the best examples 
of classical, contemporary and folk poetry. Her 
music is always based on the poetic pattern, inner 
rhythm of urban music. 

Manana Menabde graduated from the directing 
faculties of Lunacharsky Moscow Institute of The- 
atre and Tbilisi Institute of Theatre (1967-1975). 
At various times she was a leading soloist of the 
state orchestra Rero, collaborated with Moscow 
Drama Theatre “Pyotr Fomenko Workshop The- 
ater,” and successfully participated in Georgian 
and Russian films. 

Since 1991, she has lived in Berlin and tried her 
hand in literature: she is the winner of H. Béll 
and other literary grants, and the author of the 
autobiographical novel, Prose Cycle. Her fables 
are published in the well-known magazines “Ostra 
Gehege,” “Via Regia,” and ““Zeichen und Wunder” 
of Dresden, Frankfurt and Meine; they have also 
been published as separate books in Georgia and 
Russia. She produced the absurd show “Martla” 
(Indeed) at Tumanishvili Film Actors Theatre. 
Manana Menabde participates in international 
European music festivals, and arranges personal 
exhibitions and performances. In 2017-2018 she 
held a concert tour in Germany, Moscow, and St. 
Petersburg. She actively collaborates with differ- 
ent folk-jazz groups, and holds charity concerts. 
At the Symposium Manana Menabde and her 
sister Tina will perform original interpretations of 
urban romances. 
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bsbOq bLoyggagbm IgdILMyengdgmo gMmsoghon sdgmn Jomo bojommggemdo. 

SdQMAMHA HMHoeayos Jomodgdbs Eo Mggambyddo gobbbgo3gdqmno, Jomasb godImnMhgg3006 
LofoMaggemmb sbyMdoagsbgmgdo — mMRoe~mmgaemg|dn (obg dom sbgMdsngo6do gdobosd). 
Mnbsanb AgsGaggZ0 Igbgmab Mosambab bLnggm Jbobdo wWonds~@o, Mdamabda Imagos6bgdam 
Qd9ZZOQMES EO LIMYsbEo yoegy- 

Lobd9 @533M0-IEgMs Jabagab gAmgZbyemo aEg_bAmdoab godmbsGyemydoo. 

anbsonnbo LofoMaggermb sdgMdsngo6gem Jomo jo3daMabs es LofoMagqemmb AMsgoegMmgo06 
gocmmes boddob BagMno. sdysd5@ IqQdomdb Mbamabob JaMbs Romo sbybemgab bobgemenb 
SdgMdooRobyoro BymyMob (396HGdo 890amase — sbgMdooayosbym 493d3g9db sbbogemab 
Lobbq ~oggMob Es SbnsMgob sdymryM boermgbgdob. LofgoMaggmmb BmmgemMab 2015- 
2016 Beadob gmmgbyem g39bGa30mbJ dan~em 8aM%3{gqma segoma bmInbs(309d0 bozo~myHo 
I7VILGjemgdgero. 
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TINATIN 
MEHTIEVA 
TBILISI, GEORGIA 


She is the only ashugh woman 
saz player in Georgia. Ashugh 
traditions in cities differ from 
those in the regions; distinguished 
among them is that of the Georgian 
Azerbaijanis or Borchaloyans (as 
they are referred to in Azerbaijan). 
Tinatin Mehtieva was born in 
village Ksani, Mtskheta district; 
later she moved to Tbilisi, where 
she got married. 

For her, playing the saz and 
singing is an expression of 
national identity. 

Tinatin is a member of the 
Azerbaijani Women’s Union 
of Georgia and Women’s 
Multinational Council of Georgia. 
Currently she is a teacher at 
Mirza Patali Akhundov Centre of 
Azerbajanian Culture, where she 
teaches Azebaijanian children 
to play the saz and helps them 
become familiarized with ashugh 
art. At the 2015-2016 National 
Inspection-Festival of Georgian 
Folklore, she won first place in 
the category “unique performer.” 
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ompadbobeM) gobod9d 2015 Bg9emb wosdms3gMs mdomaboab bobgmdbagm jmbbyM3oGmMoab 
Lodsg0L8Mm HmaMsds QBMMH80sbmMbs Cs MMasbob L8gi3ns~mdom. 2016 Bmowsb oMoab 
98939 BvIITGIGb QnJGoMab Go. 

2012 Beragsb bagagmos snbBmgenbs wo 9. dodgemodab Lobgermdab (396GMoemyMo bodgha3m 
Lobbo3gmgdmob 8gm@samano. 

2000-2012 Begddo aym Lbgo0@obb30 L&odsgbeoab Igcm~mdgeo, dom ImMHab, LofoMaggemb 
BMAdBAE__GHobL, B. Bomosdgom~mab, ~m. MgMbbygonob wo 9. sbyYogoMadab. nan Ms8@gjb0dg 
gmbgqMbob monMgoGBo wo Codsmmdsb Soo. 

ompadbobeM) gobodg ofGaqm bo3mbyqghGBrm Immgebgmdob 96939, GmamM3 8osbobGo we 
MMgobabBo. JoMasgh Lme~mm ymb(39MBJdb eo asdmeab Ladgmbaym mMy_GLHMasb gMmoe. 


ALEKSANDRE 
VASADZE 
TBILISI, GEORGIA 


Aleksandre Vasadze completed 
a Master’s program in piano and 
organ at Tbilisi State Conservatoire 
in 2015. Since 2016, he has been 
a Doctoral student in the same 
department. 

Since 2012, he has taught at the ten- 
year school for talented children 
and E. Mikeladze Central School 
of Music. 

From 2000-2012, Vasadze held 
different scholarships, including 
those of the President of Georgia, 
Z. Paliashvili, L. Leonskaya, and 
E. Anjaparidze. He is a laureate 
and diploma-winner of several 
competitions. 

Aleksandre Vasadze leads active 
concert life as a pianist and 
organist, holding solo concerts 
and performing together with 
symphony orchestras. 
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LOBSMBNIINL MMH396NGIGMGHISN AOMVOFIMNLY VS HINDIEIMSONLINIBNL ILAM3db V6SNSE: 
LSdSMNIBINML 8HISCNLIESL 

LODSMNIBINML S69HNLISNL, IIGNIMISNL, BINSIMNLS V5 LEMMASNL LOBNENLSHML 
LOSMBSQMIBHN IDIEIIBINL 

L93dGMHNSMIML GINIBNGNS ISOILILIZEISSL 

N3IRL 

SINGIMNL 9Mb IHGOGIOL 

LOSMBSLMISMNGN MOLVOML | OHbL 

JIMBS IILNIOL 

BMEL IDAOIIL BdSLIBSL 

bILMSEISNL LSIMDISIMNGNLM BVILGNBINL LO6IISGN 


Yo 


ARTARZA \@Y 
TVzo se 


@Wrem1io2.4 


LAR Unies ascaeasen 
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THE SYMPOSIUM ORGANIZERS ARE MOST GRATEFUL TO: 
PREZIDENT OF GEORGIA 

MINISTRY OF EDUCATION, SCIENCE, CULTURE AND MONUMENTS PROTECTION OF GEORGIA 
GEORGIAN PUBLIC BROADCASTER 

PATRIARCHY TELEVISION ERTSULOVNEBA 

IMEDI 

CULTURAL CHANEL ARTAREA 

PUBLIC RADIO CHANELI 

JOURNAL MUSIKA 

GORGIAN CHANTING FOUNDATION 

GIFT - GEORGIAN INTERNATIONAL FESTIVAL OF ARTS 
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LNISMBNIGN B9MVISO NSNANLAL 396M LomoXNIBNLNL LoObILMSNL 
LObINIENSM BMELIM398MENSIN 


3HNSMILMBAL 8/10, NSNZNLN, 0108, L9ddHNIBINM 


GMSVNGNILN IMS3SNb6INSEMSNL JBLIBNL L5IMDISIMGANLM GI6GMN 


@gem.: (+995 322) 299 89 53 
Robo: (+995 322) 298 71 87 
390-339M@0: Www.polyphony.ge 
9eo-amb Gs: polyphony @tsc.edu.ge 


THE SYMPOSIUM IS HELD AT THE V. SARAJISHVILI 
TBILISI STATE CONSERVATOIRE 


8/10, GRIBOEDOV STR., TBILISI, 0108, GEORGIA 


THE INTERNATIONAL RESEARCH CENTER FOR TRADITIONAL POLYPHONY 


TELEPHONE (+995 322) 2 99 89 53 
FAX: (+995 322) 2 98 71 87 


VEB-SITE: www.polyphony.ge 
E-MAIL: polyphony@tsc.edu.ge 
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AgeoJGmMo 
J9deQQgbger0 
daoMadbgemgd0 
dboGgoma 


IMIAQHIM Yeo QoMAoggemymeBo 


Editor 

Compiler 
Translators 
Design 

Computer Service 
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MILILSE GIMBVANS 

HIMES LMIbsdI 

9dNS JdFNINIZNAN, NIMS LMILSdI 
603d LISNLI3IMddI 

6NEM HS%ddd9 


RUSUDAN TSURTSUMIA 

TEONA LOMSADZE 

MAIA KACHKACHISHVILI, TEONA LOMSADZE 
NIKA SEBISKVERADZE 

NINO RAZMADZE 


